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Abstract 
An Arts-Based Study of the Dynamics of Expressing Positive Emotions  
within the Intersubjective Art Making Process 
Gioia Connell Chilton 
Nancy Gerber, Ph.D. 
 
 
This arts-based research study explored the dynamics of expressing positive 
emotions, within the intersubjective art making process.  The study addressed a 
multifaceted problem involving a gap in knowledge about the process of emotional 
expression through art making, which is key to therapeutic action in art therapy.  The 
design was arts-based research, as art making was the primary means of inquiry. The 
philosophy and methodology of arts-based research were employed to explore the 
emotional aspects of intersubjective experience.  Following the traditions of arts based 
research, the meaning-making capacity of creating art was used to illuminate the process 
of artistic creation in response to the research questions. 
The research was conducted  following approval by the Drexel University IRB. 
Five English-speaking adults who were professional art therapists were recruited as key 
informants.  The method of data generation involved an initial two hour Art Interview, 
followed by reflexive memoing and responsive art-making by the researcher and a 
subsequent second Art Interview with co-researchers.  Methodological credibility 
procedures consisted of member checking and peer review.   
The data analysis processes involved: 1) traditional use of qualitative data 
analysis practices, such as the use of MAXQDA-10 software for coding for themes and 
2) arts-based research data analysis methods.  The analysis of the interview data, artistic 
data, artistic responses and a creative synthesis addressed the research question in the 
xv 
 
form of visual art pieces, poetry, a video, three stories, four themes, and a theoretical 
model.   
Overall, the verbal and artistic analysis of the data resulted in thematic categories 
that represent the emergence of emotions within the intersubjective art therapy 
relationship. Based upon the findings, the emergence of emotions within the 
intersubjective context was conceptualized as an iterative process beginning with 
metaphors of life and nature, the development of trust, revelations of emotion, empathic 
responses, reflexivity and joint artmaking creating and causing destabilization, 
deconstruction, reconstruction, and reimagining of perceptions and meanings. An 
emerging, holistic view of emotions and the transformative capacity of artmaking in a 
context of relational trust were discussed.  Clinical applications included consideration of 
the therapeutic use of response art and joint artmaking.  The limitations of the study were 
also described, as was methodological criteria for arts-based research. Overall, this 
expanding discourse helped to identify ways art therapy works.  The study achieved its 
aim by contributing knowledge to our understanding of how emotions emerge, are 
expressed, and assigned meaning within an art therapy relational context. 
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CHAPTER 1: INTRODUCTION 
 The purpose of this arts-based study was to explore the dynamics of expressing positive 
emotions, within the intersubjective art making process for five co-researcher pairs in the 
Mid-Atlantic United States.  The operational definition of the dynamics of expressing 
positive emotions for this research is the actively shifting patterns of growth, change, or 
development of positive (e.g., generally desirable) multi-component, interactive response 
tendencies within intersubjective experience.  As the knowledge sought in this 
dissertation involves discovery of non-quantifiable psychological dynamics, arts-based 
research methods have been selected and implemented to evoke, explore, and 
communicate dynamic and shifting emotional experience.   The aim is to contribute 
additional knowledge to the understanding of a nuanced, complex topic in both art 
therapy and positive psychology—how authentic expression of positive emotions emerge, 
are expressed and assigned meaning within a human relational context.   
 The research design is arts-based research, as art making is the primary means of 
inquiry, employed through participatory inquiry.  Arts-based research is the systematic 
use of a range of artistic practices in the data collection, data analysis, and/or presentation 
of research findings for the purpose to contributing to a useful, transformative, and 
socially responsible body of knowledge (Finley, 2011; Leavy, 2009; McNiff, 1998).   The 
rationale for using arts-based research is that this method is particularly useful in 
illuminating the qualitative, emotional aspects of intersubjective experience (Leavy, 
2009; Sullivan, 2010) and it is a research method connected to core practices of art 
therapy (Kapitan, 2010).    
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 The research problem this dissertation addresses has several facets.  The first is 
the need to discover more information about emotions in general in order to better inform 
treatment of emotional deficits and dysfunction (Algoe, Fredrickson, & Chow, 2011; 
Garland et al., 2010).  There has been an acknowledged problem in the academic 
literature related to the paucity and kind of empirical and translational knowledge about 
emotional expression in general as well as positive emotional dynamics between 
individuals; these processes may have great potential benefits, and could increase our 
resilience to life’s challenges (Algoe, et al., 2011; Ong, Bergeman, & Chow, 2010; 
Tugade & Fredrickson, 2007; Tugade, Fredrickson, & Barrett, 2004).   
Another aspect of the research problem relates to its situation at the nexus of 
psychological and art therapy professional domains where the dynamics of expressing 
positive emotions in psychotherapy and the dynamics of the process of art therapy clearly 
require further investigation.  In this dissertation, the identified research problem and gap 
in the literature are being addressed by using an innovative arts-based research design to 
systematically and creatively explore the intersubjective dynamics of expressing positive 
emotions through the process of art making.  The study focuses specifically on the 
following dimensions of emotional intersubjective art processes:  1) how positive 
emotions are constructed and performed through expression; and, 2) how meaning is 
developed about these phenomena through art therapy processes.  It is proposed that these 
findings will contribute to the literature and to practitioners in the art therapy, 
psychotherapy and positive psychology realms who are seeking new ways of thinking 
about positive emotions and their use in psychotherapy interventions and in broader 
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social change (Algoe, et al., 2011; Biswas-Diener, Linley, Govindji, & Woolston, 2011; 
Kaplan, 2000). 
The rationale for this study is that further knowledge of the dynamics of 
emotional expression can contribute to improvements in therapeutic interventions.  
Leading mental health researchers have called for additional research to improve 
psychotherapy interventions (Fitzpatrick & Stalikas, 2008; N. M. Lambert, Fincham, & 
Stillman, 2012; Stalikas & Fitzpatrick, 2008).  Psychotherapists and their clients need 
positive working relationships; these collaborative alliances have been found to be 
critical for beneficial therapeutic outcome (de Roten, Drapeau, & Michel, 2008; M. J. 
Lambert & Barley, 2001).  Therefore, research into positive experiences in psychotherapy 
is necessary to improve treatment (Garland, et al., 2010; Russell & Fosha, 2008).    
The research problem and rationale exist within a cultural and evolutionary 
context in which human survival is often contingent upon a focus on the negative in life 
(Baumeister, Bratslavsky, Finkenauer, & Vohs, 2001).  This understandable tendency to 
spotlight the life threatening and negative should be balanced by focusing on the positive 
because entrenched personal and societal problems can be transformed by broadening 
cognition, perception and behavioral repertories through positive emotions (Biswas-
Diener, 2010; K. J. Johnson & Fredrickson, 2005).  Because these broadening effects of 
positive emotions can help us widen perception and see complex systems more clearly, 
exploring how positive emotions emerge, grow and change over time is vital for 
increasing human  potential and global quality of life (Fredrickson, 2004; Lombardo, 
2011; Seligman, 2011). 
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Within this larger cultural context, and based upon the recommendations of 
existing research, this dissertation was designed to explore how naturally developing 
expressions of positive emotions emerge specific to the intersubjective context of  art 
therapy  (Algoe & Stanton, 2012; DeWall, et al., 2012; Wood, et al., 2010).   Art therapy 
is a young field with ancient roots that capitalizes on the benefits of human self-
expression and self-understanding for improved psychological and physical health 
(Malchiodi, 2006).  There is, however, a gap in the research and literature in art therapy 
about how self-expression and understanding emerges, is understood, and is beneficial, 
within the intersubjective art therapy experience (Kaplan, 2000; Eisdell, 2005; Huss, 
2009; Skaife, 2001).  This dissertation addresses the gap in the art therapy literature 
concerning art therapy and intersubjectivity, because while some clients report 
powerfully transformative experiences through art therapy, the profession suffers from a 
lack of research determining how the therapeutic relationship affects outcomes (Slayton, 
D'Archer, & Kaplan, 2010).   
Art therapists across different theoretical approaches concur that emotional 
expression through art production is a primary and unique therapeutic factor in art 
therapy (Betensky, 1987; Malchiodi, 2011; C. H. Moon, 2001; Rhyne, 1973; Rubin, 
1999; Wadeson, 1980).  In the art therapy literature, conscious and/or unconscious 
emotions are conceptualized as being expressed, communicated, understood, and released 
through art making (Kramer, 1975; Lusebrink, 1990; Malchiodi, 2006; Rubin, 1999).  
With the possible exception of Lusebrink (1990) who discussed emotion science, the art 
therapy literature is in need of clarification of the concepts of emotion, emotional 
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expression, and self-expression.  These terms are generally left undefined, although oft 
cited as a crucial benefit of art therapy (Collie, et al., 2006; Lamont, et al., 2009; 
Patterson, et al., 2011; Puig, et al., 2006).   
Art therapy capitalizes on a function of artistic creation for therapeutic purposes.  
This function is to produce and transform knowledge of felt experience (Barone & 
Eisner, 2012; Langer, 1957).  Art can act as a “living container of emotions and 
experience” (Kramer, 1975, p. 33), bringing emotions into consciousness and 
encapsulating complex human experience (Yorks & Kasl, 2006).  This scholarly 
literature has contributed to a theoretical understanding of how art creation helps us to 
make psycho/physiological sense of emotions.  However, research is lacking which 
explores this phenomenon.  For example, a recent qualitative art therapy research study 
describes how some individuals expressed previously inaccessible emotions and 
transformed emotional confusion through “synergistic processes in art therapy where 
translating thoughts and feelings into tangible form functions as a way of knowing 
through the universal language of human experience” (Davis, 2010, p. 179).  In this study 
and others, participants reported benefits of social-emotional expression through art and 
art therapy (Collie, Bottorff, & Long, 2006; Erickson, 2008; Ki, 2011).  A predominantly 
identified problem in the quantitative and mixed methods studies cited herein are the lack 
of statistically significant findings and multiple threats to validity and reliability, a 
common challenge in quantitative approaches to art therapy research (Erickson, 2008; 
Henderson, 2012).   
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Based upon the inconclusive results and gaps in the existing art therapy literature 
it is clear that art therapy scholars must engage in “ongoing clarification of how art 
therapy helps with various challenges and what components of the art therapeutic 
encounter” may lead to beneficial outcomes (Slayton, D'Archer, & Kaplan, 2010, p. 116).  
This facet of the research problem involves a need for more knowledge about the 
therapeutic action of art therapy, specifically, the therapeutic action of artistic emotional 
expression.  Emotional expression through art creation is an understudied yet key concept 
that undergirds the very foundation of the profession of art therapy.  This topic urgently 
needs attention by art therapy researchers, in order to further academic scholarship in the 
area and better understand the practice of art therapy.   
 This study used a relationally based approach, which softens distinctions between 
researchers and research participants (La Jevic & Springgay, 2008; Lather, 2007).  The 
co-researchers acted as primary participants in an art therapy-like experience.  Each co-
researcher joined with me in pairs in which we explored our artistic responses to our 
emotional life over time.  The study adopts some terms used in the heuristic method 
(Moustakas, 1990), and uses joint art making to “evoke and amplify meaning” by co-
researchers, aesthetically “investigating the knowledge produced by their art inquiries” 
(Kapitan, 2010, p. 170).  The results are collaboratively synthesized into final artistic 
forms, which aim to engage, stimulate and inspire the research consumer. 
     This research springs from a philosophical paradigm that is a set of basic beliefs 
about the world that guides action (Denzin & Giardina, 2009).   The philosophical basis 
for this study is an evolving and emergent arts-based/art therapy-based philosophical 
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paradigm.  It involves the ontological foundations of the field of art therapy, which 
recognizes emergent and transformative artistic, emotional and relational realities.  A 
core belief is that most human beings have an essential capacity to create meaning 
through aesthetic knowledge and artistic processes and societies have thus employed the 
arts throughout history as an essential purveyor of knowledge about self and other, 
through multiple forms of interactive knowledge (Gerber et al., 2012).  The act of 
creating artwork aids us in understanding, examining, and transforming human 
experience (Finley, 2003; McNiff, 1998, 2011).   
 The epistemological assumptions in this emerging paradigm recognize aesthetic 
knowledge as valuable in accessing shifting inner experience (Hogan & Pink, 2010). 
What we consider real is created and re-discovered afresh by artistic creation and 
aesthetic experience; story, image, metaphor and symbol have ‘real’ though flexible, 
open meanings (Neilsen, 2004).  Emotional-cognitive, spiritual-aesthetic, and embodied 
knowings are identified as both real and of value (McNiff, 1998). Artistic knowledge is 
systematically yet uniquely created by artist-researchers and/or art therapy clients and 
therapists. Artistic expertise is not always needed or desired, and necessary knowledge 
includes expressions of lived moments and further emergent meanings that trigger life, 
movement, and openness; emotional and multi-sensorial communication of this 
knowledge elicits change (Finley, 2008; Kenny, 2002; Neilsen, 2004). 
 This worldview contains an axiology that values the relational, artistic, personal 
and emotive (McInytre, 2004).  Consistent with postmodern thought, this axiology values 
not one objective truth but many personal and intersubjective truths and aims to be 
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culturally responsive though giving voice to the silenced (Brown, 2008; McLean & 
Kelly, 2010).  Such an axiology is consistent with art therapy practice in that it expands 
traditional definitions of beauty to emphasize an aesthetic that is participatory and 
inclusive in pursuit of a “people’s pedagogy” (Finley, 2008, p. 73; Malchiodi, 2006); it 
aims to increase human caring and capacity for empathy to further social justice and 
transformation.  An ethics that values social, spiritual, emotional/cognitive, relational, 
embodied and artistic ways of knowing is embraced (Knowles & Cole, 2008; Leavy, 
2009; McIntosh & Morse, 2009).  This paradigm leads to methodology that on principle 
generates knowledge through art-making practices and processes, aims to elicit positive 
change in readers/viewers and participants, and practices methods that are participative.   
 This study is delimited in that it involves a simulation of an art therapy 
experience, but it is not intended to replicate clinical art therapy practice.  A limitation of 
the study is the amount of time available for this relationship building as well as other 
emotional experiences.  The lack of time may have hindered development of basic trust, 
which is why an initial professional relationship was sought among four of the five co-
researchers.  The lack of time may also affect and limit the data generation, analysis and 
final creative synthesis.   Finally, a limitation was that co-researchers were given the 
option to decline to participate in the group collaborative creative synthesis session.  
The research question for this study asks, what are the dynamics of expressing 
positive emotions within the intersubjective art-making process?  Sub-questions include:  
How are positive emotions expressed through art making?  What happens emotionally, 
cognitively, artistically and relationally in the process of expressing emotions through art 
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making within an interpersonal relationship?  What meanings can co-researchers find in 
the patterns, images, symbols, metaphors, stories, themes, configurations, structures, 
designs or colors that may emerge from the visual, verbal and relational expression of 
positive emotions 
 Overall, the emergence of emotions within the intersubjective art therapy 
relationship was conceptualized as an iterative process beginning with metaphors of life 
and nature, the development of trust, revelations of emotion, empathic responses, 
reflexivity and joint artmaking creating and causing destabilization, deconstruction, 
reconstruction, and reimagining of perceptions and meanings. A  holistic and  non-binary 
positive/negative view of emotions and the transformative capacity of artmaking in a 
context of relational trust contribute arts-based knowledge to our understanding of the 
dynamics of expressing emotions within an art therapy relational context.   
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CHAPTER II: LITERATURE REVIEW 
Overview 
The purpose of a literature review in a dissertation is to demonstrate knowledge, 
delimit the research problem, establish context, and provide a framework for indentifying 
new findings through a systematic overview (Randolph, 2009). Important terms and 
constructs are critically examined through a review of the significant literature.  Situating 
the topic within a larger context, locating ambiguous areas, and providing an overall 
synthesis will identify the landscape of variables and phenomena that are relevant to this 
topic (Boote & Beile, 2005; Maxwell, 2006).  Additionally, the literature included is 
organized conceptually through the development of a consistent terminology with which 
to formulate and justify empirical research questions. 
Method and Organization 
 
In this literature review, iterative search procedures were used to explore the 
research topic in the related domains of psychology, positive psychology and art therapy.  
Key search terms were identified through deep background reading and exposure to the 
fields of positive psychology and art therapy.  These terms focused the literature search, 
which was done using the Internet search engines PsycINFO, Ovid Medline, and Google 
Scholar.  Additional search terms were unearthed in the process, which were then used to 
access more specific topic areas.  In order to have a solid understanding of the state of the 
current knowledge in these rapidly evolving areas, only material published between 2000 
and 2012 was included.  Therefore, literature published before 2000 was excluded.  Of 
course, much of this literature traced the history of these topics before 2000.  In order to 
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maintain a high quality of scholarship, only books, book chapters and peer-reviewed 
journal articles were included.  All material not published in English was excluded.  The 
assumption was made that the reader has a basic understanding of certain overarching 
subjects, such as evolution and psychotherapy.  Only literature directly relevant to the 
topic at hand was included, while pursing the goal of providing comprehensive and 
exhaustive coverage of the current state of knowledge. 
I categorized relevant literature into a number of summary matrices, then 
analyzed for themes, and developed into a conceptual framework for the literature 
review.  From the themes in the literature, I identified the following broad topics: human 
emotions, positive emotions, and art therapy.  Specifically, this literature review covers 
definitions and etymology of human emotions and applicable evolutionary theory, as well 
as emotional-cognitive interactions, intersubjective emotions, emotional expression, and 
emotional regulation.  Then, I present a brief history of positive psychology and the 
definition and evolutionary purpose of positive emotions. The broaden-and-build theory 
of positive emotions is described and current research in this area is reviewed, with 
particular attention to effects on cognition and social resources.  Positive emotional 
regulation strategies are described, and potential negative outcomes of positive emotions 
are discussed.  Links between positive emotions and mental health, and positive emotions 
and intersubjectivity in therapy are noted.  Positive activity intervention research is 
briefly reviewed as well.  To conclude the literature review, I discuss recent research in 
art therapy and emotions among various adult populations.  Studies on art-making to 
repair and improve mood are examined as is the literature on meaning-making though art 
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therapy, art-making and flow, and art-making and specific positive emotions.  Finally, a 
broader evolutionary perspective is discussed in relationship to the aesthetic experience. 
Literature Review Concept Maps  
 
Early on in this process, to help conceptualize these linked and complex areas of 
inquiry, I created concept maps, as suggested by Maxwell (2006) in order to distill 
themes and visually display relevant relationships.  This artistic process helped me to 
literally map connections, identify gaps, and locate new areas for research.  
 
Figure 1. Literature Review Concept Maps 
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The process of sketching the concept maps helped me to identify key concepts and 
process what I was reading in the literature.  For example, the implied motion and words 
“transformation” and “change” in the above map helped me to identify the need to 
include the dynamics of emotional expression as part of the research question.    
Human Emotions 
Human emotions have been conceived, presented, and represented in various 
divergent ways throughout global history (Demoulin et al., 2004; Gienow-Hecht, 2010; 
Gouk & Hills, 2005).  Early Greek philosophers thought emotions needed to be 
harnessed, suppressed or channeled, or, at best, put to work to support reason and 
intellect (Lewis, Haviland-Jones, & Barrett, 2010; Plato, 1992).  In the traditional 
Western scientific worldview, emotions have been variously perceived as gendered, in 
need of control and explanation, and viewed as suspect in, and even subversive of, 
scientific truth (Gouk & Hills, 2005; Jaggar, 1989; Mayer, 2009; Ochsner & Phelps, 
2007; Plato, 1992).  Alternatively, emotions have also been recognized as essential to 
learning (Dirkx, 2008) and the scientific quest for truth (Barbalet, 2011; Polanyi, 1998).   
Since the 1860s, many Western scientists have worked to objectify and quantify 
emotions in the lab (Dror, 2005).  Current scientists, in what is known as the field of 
emotion science, which is sometimes subsumed under affective science, struggle to come 
to a mutually agreed upon definition of emotion (Fredrickson, 2004; Lewis, et al., 2010).  
This difficulty is in part due to emerging interdisciplinary understandings that emotions 
can be regarded from biological, physiological, neurological, evolutionary, 
psychological, developmental, and sociological perspectives, to name a few (Gienow-
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Hecht, 2010; Lewis, et al., 2010).  The extreme complexity of this topic can make 
navigating the terminology challenging, as many different ideas, reflecting a wide range 
of viewpoints, are in play. 
In the following section, psychological theory and research is included in order to 
develop a synthesis of perspectives to provide a working definition of emotion.  Within 
the literature presented, consideration is given to general psychological constructs of 
emotional expression, the more specific area of positive emotions, and the broaden and 
build theory of positive emotions (Fredrickson, 1998, 2004).  To close this section, the 
current research and literature on positive emotional expression and regulation in mental 
health practice is described. 
Definitions, Etymology and Evolution  
 
The English word emotion developed from the French, émotion, which came from 
the Old French, esmovoir, which means to excite.  This word arose from the Vulgar Latin 
*exmovēre: to move.  The related English word, motivation, also comes from this Latin 
root (Adetoun, Tserere, Adewuyi, Akande, & Akande, 2010; Hartung, 2011).  The root 
term moveo has related meanings such as to move, stir, agitate, affect, provoke, disturb 
and even, to dance (Latin-Dictionary.org, 2008).  The etymology of this word provides 
initial insight into the complex meaning of the concept of emotion, reflecting its dynamic 
nature. 
Emotions have been traditionally located within the individual, in accordance 
with the Western ideology of individualism (Algoe, et al., 2011; Christopher & 
Hickinbottom, 2008; Lewis, et al., 2010).  Evolutionary scientists, beginning with 
15 
 
 
Darwin’s (1872/2002) classic illustrated text, The Expression of the Emotions in Man and 
Animals,have posited that emotions are shaped through natural selection to improve 
adaption to the environment.  Specifically, emotions are thought to prepare and motivate 
adaptive actions that promote survival (Rottenberg & Gross, 2007; Scherer, 2005).  In 
this view, emotions improve survival through multiple special responses to reoccurring 
challenging situations and have evolved expressly for this purpose (Nesse & Ellsworth, 
2009).   
 The adaptive functions of emotions are apparent over the course of an individual’s 
life.  Infants show the so-called basic emotions such as interest, contentment, sadness, 
anger, disgust, and fear before they are capable of advanced cognition (Izard, 2011).  
These basic emotions can further be conceptualized as on a continuum of arousal 
between active and passive, such as anger/stress to sadness/depression, and joy/elation to 
relaxation/serenity (Huelsman, Furr, & Nemanick, 2003; Huelsman, Nemanick, & Munz, 
1998).  
These fundamental basic emotional states involve physiological and neurological 
expressive components that, in tandem with many other bio-evolutionary features, 
enhance survival. Basic emotions have also been termed first-order to emphasize the lack 
of complex cognitive processes, such as analytic and deliberative thinking, decision 
making, or the recollection of  memories (Izard, 2011, p. 372).  Over time, through 
normal development, such cognitive processes progress through brain maturation, and 
interact in complex ways with affect, perceptions, thoughts, and other mental events 
(Izard, 2011; Zinck & Newen, 2008).  Through human maturation, e.g., physical, 
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cognitive, and psychosocial development over time, emotional experience also becomes 
more complex.  The emotional experiences of adults grows beyond the simple states a 
baby experiences such as interest, contentment, sadness, anger, or fear to more 
complicated ways of being (Izard, 2011).    
At this point, it may be useful to delineate the term emotion from other related 
terms frequently used: affect, mood, and feeling(s).  Different authors have defined these 
terms in numerous ways, confounding clear understanding of these complex phenomena.  
Affect is a broad term for a person’s general evaluation of their state of being, and 
includes emotions as well as physical sensations, expressions, attitudes and moods (Clore 
& Huntsinger, 2009; Fredrickson, 2001).  The term mood is related to affect and 
emotions, and is considered a diffuse state that tends to be relatively enduring, lasting 
longer than emotional experiences, which occur for a shorter time span (Scherer, 2005).  
Moods are also generally less associated with specific environmental triggers (Rottenberg 
& Gross, 2007; Watson, 2000).  The word “feeling” is defined as experiencing an 
emotional state, as well as synonymous with the sense of physical touch or an instinctive 
awareness, as stated by Encarta Dictionary (2007).  According to Scherer, (2005), using 
the word feeling as a term interchangeable with emotion is confusing because it implies 
only a single element of the total subjective experience of emotional life. In this way, 
Scherer (2005) emphasizes that emotions involve multiple processes. In contrast, he 
defines feeling as “a subjective cognitive representation, reflecting a unique experience of 
mental and bodily changes in the context of being confronted with a particular event” 
(Scherer, 2005, p. 712).  Likewise, neuroscientists have used feeling as an active verb to 
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describe the subjective process of experiencing an emotion (Bechara et al., 2000).  The 
term emotional state may be used interchangeably with the term, feeling.   Rarely static, 
state-like experiences, emotions and feelings instead rapidly shift and change as 
circumstances and our evaluations of these circumstances change (Scherer, 2005).  The 
common use found in the literature is of both a plural and singular form of the words, 
e.g., emotion and emotions, feeling and feelings.  In general parlance, people often use 
the word feeling to express a wide range of diffuse states related to consciousness.    
Emotional-Cognitive Interactions  
 Within the context of defining the meaning of the term emotion, several emotion 
scientists have focused on the complexity of emotional process.  For example, Algoe, et 
al., (2011), emphasized that emotions are psychophysicolological processes that bridge 
and unite the mind/body. Scherer (2001, 2005) identified emotion as a period of 
interrelated and synchronized changes of numerous bodily systems such as the central 
nervous system, neuroendocrine system, automatic nervous system, and somatic nervous 
system.  These activations were in response to an evaluation of a stimulus event, taking 
place either in the external or internal world.  To use Scherer’s (2005) terminology and 
example, while an external stimulus event such as a thunderstorm can frighten a person, 
an internal event such as a nightmare can also cause fright.  Emotions are therefore 
triggered by our thoughts of evaluation—often termed appraisals—of experience we 
judge as relevant (Scherer, 2005).   Rottenberg and Gross (2007) explain, “Emotion 
generation arises when an external or internal event signals to the individual that 
something important may be at stake” (p.324). Thus, cognitive appraisal is very 
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important in terms of stimulating emotional responses.  Emotions, then, can be seen not 
as experiences that happen to passive selves, but “ways in which we engage actively and 
even construct the world” (Jaggar, 1989, p. 159).  These constructions can lead to 
essential moments of growth, which “contribute to expanding, adapting, transforming, 
and repairing the individual’s models, theories, assumptions, and other views of 
themselves and the world” (Rimé, 2009, p. 81).   
Fredrickson, (2004) has defined emotions as being short-lived “multicomponent 
response tendencies” (p. 1368) which occupy the foreground of one’s consciousness and 
begin with the appraisal of the meaning some circumstance.  This appraisal process is 
again identified as potentially conscious or unconscious, which “triggers a cascade of 
response tendencies manifest across loosely coupled component systems, such as 
subjective experience, facial expression, cognitive processing, and physiological 
changes”  (Fredrickson, 2004, p. 1368).  Fredrickson (2012) has also defined emotions as 
“short-lived, momentary, fleeting experiences that have, in the moment, ways of altering 
the ways we think, the ways we behave, the way we see other people” (as cited in Jarden, 
2012, Kindle Location 1330).   
A great deal of the power of emotion lies in the surrounding cognitive ideas, 
Clore and Huntsinger (2009) found.  In their view, emotions are “embodied 
representations of the evaluative aspects of situations that are centrally important for a 
species” (Clore & Huntsinger, 2009, p. 39). For these scientists, emotions are powered 
from the interpreted implications of the circumstances at hand.  Emotions are situated, 
given life though interpretation, through which “unconscious, uncertain, or symbolic 
19 
 
 
objects of emotion might all contribute to emotional consequences” (Clore & Huntsinger, 
2009, p. 51).  Thus, the integration of cognition and emotion in both conscious and 
unconscious processes is important for optimal functioning (Barbalet, 2011; Ochsner & 
Phelps, 2007).  Inaccessible or unconscious dynamic emotion-cognition interactions 
remain an important area for further research and exploration (Izard, 2009). 
Emotions as Intersubjective 
 
The objects of our emotion are, often, other human beings.  While a full 
discussion of attachment science is beyond the scope of this dissertation, research has 
shown that healthy attachment is crucial for optimal emotional development (B. Perry, 
2009; Peterson, 2006; A. Schore, 2001).  Recent achievements in the neuroscience of 
attachment confirmed that an individual’s bio-psycho-physiological environmental 
matrix is fundamentally a social one.  Specifically, emotional development, which aids 
survival, takes place first in a dyad as mother comforts baby (A. Schore, 2001; J. R. 
Schore & Schore, 2008).  Rimé, (2009), though an extensive review of the literature, 
ascertained that emotion is, first and foremost, an interdependent process.  This position 
locates emotions as talking place between individuals, not just within them (Algoe, et al., 
2011).  Rimé (2009) identified that both positive and negative emotional experiences 
elicit the sharing of these experiences with others.  Social/emotional responses are linked, 
interactive and virtually indivisible.  Additionally, emotions were identified as both 
“dense” and “defuse,” in need of cognitive articulation through a process of social 
interaction (Rimé, 2009, p.81).  Though discussing and sharing emotions, individuals can 
“unfold” the essence of the experience, to identify and organize it (Rimé, 2009, p. 81).  
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Thus, this unfolding of knowledge about our emotions is emerges through an 
intersubjective social process (Barsade, 2002; Kelly & Barsade, 2001; Rimé, 2009).  
The term intersubjective is used to refer to the relational matrix of consciousness 
located between two or more individuals (Merleau-Ponty, 1964; Skaife, 2001). 
Intersubjectivity is the point of view that is co-constructed between self and other and this 
intersubjective contextuality in an integral part of  emotional experience (Stolorow, 
2005).  Through the context of our social connections, we understand our emotional 
experiences. 
 In accordance with the theorists mentioned above, Rimé (2009) finds a 
evolutionary purpose to the intersubjective sharing of emotion.  Emotional sharing 
influences cognitive appraisals, meaning-making, facial expressions, bodily changes, and 
other synchronized action tendencies, and results in the increased evolutionary fitness of 
the community.  This sharing of individual emotional experiences “can contribute to the 
construction of culturally-shared protection tools, such as common sense, social 
knowledge, shared assumptions, and social representations” which serve to promote the 
group’s survival (Rimé, 2009, p. 82).  Through shared expression of emotions, we teach 
and learn from others, promoting health and environmental fit (Algoe, et al., 2011; Rimé, 
2009; Smith, Glazer, Ruiz, & Gallo, 2004). 
 In summary, common understandings of the term emotion were destabilized in 
many ways through the review of the literature above.  Current conceptions of emotions 
were not simple but complex, not basic but developed, not dangerous but adaptive, not 
stable but dynamic, not solely of the body or the mind, not exclusive of thought or 
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rationality, not exclusively internally located but intersubjectively located (Algoe, et al., 
2011; Antonacopoulou & Gabriel, 2001; Darwin, 1872/2002; Fredrickson, 2004; Izard, 
2011; Nesse & Ellsworth, 2009; Rimé, 2009). Emotions take place in the in-between 
spaces of mind/body, thought/feeling, social/psyche, interdependent and interdetermined, 
emergently interpreted, constructed and represented.  Emotions are brightly felt, complex 
and coordinated systems, located both among and within persons, energized by multiple 
reciprocal links including affect, facial expression, and neuroendocrine responses, and 
become intricate through development over time (Algoe, et al., 2011; Isen, 2004; Turner, 
2007).  Embodied, they involve energetic interactions between physiological changes and 
neurological conscious and unconscious higher order cognitive processes such as 
memories and images (Burgdorf & Panksepp, 2006; Scherer, 2005).  Emotions generally 
have an object, that is, they are about something, someone, or some idea and powered by 
a continual cycle of personal/communal evaluations and re-evaluations of circumstance 
(Clore & Huntsinger, 2009).  Over time, this meaning-making can result in a dynamic 
complex cascade that can lead to individual and collective evolution, learning and growth 
in consciousness (Fredrickson, 2000b; Lombardo, 2011; Martindale, Locher, & Petrov, 
2007; Yorks & Kasl, 2006).  
Emotional expression 
  
 Like the term emotion, people define and use the term emotional expression in a 
variety of imprecise ways.  According to Lewis (2010), emotional is a term that implies 
both experience and communication of emotion.  Emotional expression can involve 
various facial muscle movements, vocalizations, gestures, and actions, much of which is 
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culturally determined and can be variously masked, dissembled, or exaggerated (Lewis, 
2010).  There may not actually be any clear demarcation between the “expression” of 
emotions and emotions themselves.  Recall the earlier discussion of emotions as 
constructed concepts (Gouk & Hills, 2005; Jaggar, 1989).  That is to say, emotions may 
come into being through their expression.  Hayes and Metts (2008) conclude, “The 
expression of emotion comprises a routine, yet extraordinarily complex facet of human 
experience deeply embedded within cultural, relational, and social structures” (p. 374).    
The role of emotional expression in psychological growth is complex.  Adaptive 
emotional expression involves conscious emotional awareness through the integration of 
both cognition and affect (Kennedy-Moore & Watson, 2001), which is congruent with the 
definition of emotion as being intertwined with cognition (Clore & Huntsinger, 2009).  
Exploring emotional experience within a therapeutic relationship has been positively 
correlated with treatment outcome (Coombs, Coleman, & Jones, 2002).  Accumulating 
evidence shows that both emotional expression and the cognitive exploration of these 
emotions are important factors in therapeutic change, across therapeutic modalities 
(Whelton, 2004).  Likewise, impaired emotional expression has been linked to 
psychopathology (Leising, Grande, & Faber, 2010). 
Emotional expression that results in meaning making has been championed as 
crucial in the process of psychological integration, growth and change (C.L. Park, 2010; 
Crystal L. Park & Blumberg, 2002; Pascual-Leone & Greenberg, 2007).  For example, 
breast cancer patients (N=92) who coped through emotional expression had enhanced 
physical health and decreased distress compared with those who were low in emotional 
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expression (A. Stanton et al., 2000).  However, it is clear that high levels of expressed 
emotional arousal maintained for long amounts of time is not beneficial, and future 
research is necessary to explore what psychotherapists can do to promote healthy 
emotional expression (Carryer & Greenberg, 2010; Gruber, 2011).   
According to recent research, the process of emotional expression is an adaptive 
response to trauma, one that can lead to resilience and post-traumatic growth (Linley, 
Felus, Gillett, & Joseph, 2011; Linley & Joseph, 2004; Seery, 2011).  Emotional 
expression in activities such as psychotherapy and education can increase emotional 
awareness, a term used to describe the ability to recognize emotional states 
(Antonacopoulou & Gabriel, 2001; Sloan & Kring, 2007; Yorks & Kasl, 2006).  
However emotional intelligence, the ability to perceive, understand and moderate 
emotional knowledge and experience, has recently been shown to moderate emotional 
expression in college students, which can subsequently mediate emotional distress 
(Linley, et al., 2011).   
Another related concept is emotional self-disclosure, which has been defined as a 
“verbal form of emotional expression whereby an emotional experience is articulated into 
words and then communicated to another person via written or spoken channels (Berry & 
Pennebaker, 1998; Kennedy-Moore & Watson, 2001)” (Kahn & Garrison, 2009, p. 573).  
The term self-expression has also been used as a general term to refer to wide-ranging 
ways of expressing thoughts, opinions though the cultural appropriateness of emotional 
self-expression and self-disclosure and other kinds of self-expression varies from culture 
to culture (Kim & Sherman, 2007). 
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Emotional Regulation  
 
Like the broader category of emotions, the ability to control specific expression of 
emotion is thought to have developed through natural selection as a part of survival 
mechanisms (Nesse & Ellsworth, 2009; Taylor et al., 2000).  Emotional regulation 
involves efforts to influence the "experience, expression, or duration of an emotional 
response" (Schmeichel, Volokhov, & Demaree, 2008, p. 1526) and is a learned skill.  
Emotional regulation can also be defined as “attempts individuals make to influence 
which emotions they have, when they have them, and how these emotions are 
experienced and expressed” (Rottenberg & Gross, 2007, p. 325).  Emotional regulation 
skills can be improved over time, and circumstances can tax them beyond their evolved 
use (Nesse, 2004).  One aspect of emotional intelligence involves emotion-regulation 
knowledge, the “awareness of the most effective strategies to modify and nurture 
emotions” (Côté, DeCelles, McCarthy, Van Kleef, & Hideg, 2011, p. 1074). This area is 
extraordinarily rich for those interested in psychotherapy and subjective wellbeing as 
these emotional regulatory strategies can involve attempts to change, amplify or reduce a 
wide range of emotions (Moses & Barlow, 2006; Rottenberg & Gross, 2007).  
However, Kappas (2011) recently proposed that emotions and emotional 
regulation are not devisable, that is, “emotions are not just regulated—they regulate” (p. 
17).  This concept fits well with the earlier definition of emotions as dynamic, 
interdependent and interdetermined, as well as transformative (Dirkx, 2006).  According 
to this view, there are no unregulated emotions, as all emotions are formed 
communications to self and others (Kappas, 2011; Oatley, 2010).  Furthermore, emotions 
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may modify subsequent emotions, through a process of emotional transformation. 
“Emotional change occurs by the activation of an incompatible, adaptive experience that 
undoes or transforms the old response” wrote Greenberg and Pascual-Leone (2006, p. 
618) who coined this process, emotional transformation.   
Emotional regulation is motivated by what people see as necessary to achieve 
their goals, as individuals can be motivated to feel a variety of different emotions in 
different situations, and different people may wish to regulate their emotions differently 
depending on circumstances (Tamir & Gross, 2011).  People differ in what they are 
motivated to experience, and depending on the context, use skills in emotion regulation to 
change their emotional responses.  “Exploring the nature of such emotional preferences, 
what causes them, how they develop, and how they can be modified is an important 
avenue for future research,” wrote Tamir and Gross (2011, p. 96). 
Positive Psychology 
 
 Positive psychology, the science of happiness, is the study of positive emotions, 
positive character, and the positive institutions and communities that can foster their 
development (Duckworth, Steen, & Seligman, 2005).  In the last two decades, positive 
psychology has mobilized around this mandate, which provided a collective identity for 
mental health researchers and practitioners who have a special focus on well-being and 
fulfillment (Peterson, 2006).  Positive psychologists propose that the improvement or 
absence of mental illness does not necessarily lead to well-being or flourishing, and that 
an improvement in the wellbeing of individuals and communities is a justifiable treatment 
imperative in and of itself (Linley, Joseph, & Seligman, 2004).  Positive psychology is 
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seen as a needed supplement to current psychological theory and practice, not a 
replacement or negation of the field (Seligman & Pawelski, 2003).  Thus as part of the 
normal, dialectical process of science, researchers are urged to focus as much on strength 
as on weakness, and as much in examining the best things in life, as in repairing the worst 
(Seligman & Csikszentmihalyi, 2000; Seligman & Pawelski, 2003).    
History and Emergence of Positive Psychology 
 Positive psychology derives from multiple sources of philosophical, religious, and 
psychological inquiry, but is perhaps most closely identified with humanist psychology, 
which holds that human beings are inherently good and motivated to reach their full 
potential (Linley, et al., 2004; Peterson, 2006).  Ground-breaking concepts in this area 
included Rogers’ (1951) client-centered therapy, Maslow’s (1971; 1970) work in self-
actualization and creativity, Frankl’s (1985) work on finding meaning in the face of 
adversity, and Jahoda’s (1958) seminal work defining positive mental health.  In the last 
two decades, positive psychology has emphasized quantitative scientific investigation and 
institutional support and funding of research (Peterson, 2006; Seligman & 
Csikszentmihalyi, 2000).   
 Historically, psychology has focused on alleviating human suffering, a 
worthwhile endeavor.  However, this focus led to the exclusion of the exploration of 
optimal human functioning (Gable & Haidt, 2005).  While the study of mental illness has 
successfully led to the treatment and prevention of some disorders, the prevailing 
assumptions were derived from an antiquated disease model (Peterson, 2006; Seligman, 
2002).  This disease model perpetuates a limited view of human potential in which 
27 
 
 
“people are seen as flawed and fragile, casualties of cruel environments or bad genetics, 
and if not in denial, then at best in recovery” (Peterson, 2006, p. 5).  Further, it was 
suggested the widespread use of the disease model has not moved psychology closer to 
the prevention of mental illness (Seligman & Csikszentmihalyi, 2000).  Peterson and 
Seligman (2004) recommend that, in place of the disease model, identifying and building 
upon human strengths may act to build resilience against psychiatric problems and future 
stressors and provide new avenues for prevention.  The new theoretical perspective of 
positive psychology opened up unexplored areas of inquiry, including examination of 
how a person’s “intact faculties, ambitions, positive life experiences, and strengths of 
character” might buffer against disorder (Duckworth, et al., 2005, p. 631).  
  Positive psychologists have been criticized for their so-called Pollyannaish view 
and for dismissing the importance of addressing pathology (Lazarus, 2003).  They 
counter that their aim is not to undermine the gains made in psychology, far from it, but 
to instead expand upon the current knowledge base with a more well rounded 
understanding of human experience, based in empirical science (Diener, 2009b; S.L. 
Gable & Haidt, 2005; Seligman & Pawelski, 2003).  Pollyanna was reframed as a 
resilient and resourceful child (Diener, 2009b) while psychotherapy was reframed as 
place to build strengths as well as work through troubles (Seligman, Steen, Park, & 
Peterson, 2005).  
 Positive psychologists also do not claim to have invented happiness or well-being, 
or even to be the first to scientifically explore these concepts, but rather have sought to 
provide an overarching conceptual structure (Duckworth, Seligman, & Steen, 2005; 
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Peterson, 2006).  Their interest in well-being has expanded from the domain of 
psychology to areas such as organizational development, education, mental health, and 
global well-being (Snyder & Lopez, 2002) and even to art therapy (Chilton, in press; 
Chilton & Wilkinson, 2009; Wilkinson & Chilton, 2013). 
The Adaptive Purpose of Positive Emotions 
 
The recent interest in positive emotion grows out of this newfound attention in 
psychology and health care to the best in life.  In evolutionary theory, the expression 
and/or regulation of all emotions was to increase adaptive functioning and goal 
attainment (Nesse, 2004; Turner, 2000). While negative emotions—such as sadness, 
anger or fear—can be clearly be seen as adaptive through helping individuals solve 
problems of immediate survival, positive emotions such as love, joy, and serenity were 
more challenging to locate within this evolutionary framework (Fredrickson, 2003).  
People tend to focus on dramatic negative emotions, as they are more intense and 
potentially indicate life-threatening situations (Baumeister, et al., 2001), and have clearly 
associated action tendencies (e.g., fear=flight). There is even theory and research 
indicating that depressive responses to adverse situations have evolutionary roots (M. C. 
Keller & Nesse, 2006).  Positive emotions, on the other hand, were thought to produce 
internal signals to approach or continue adaptive behaviors, a rather generic explanation 
(Fredrickson, 2004).  However, Clore and Huntsinger (2009) note that research has 
shown positive affect and emotion has been associated with such benefits as “heuristic 
processing (Schwarz & Clore, 2007), a global focus (Gasper & Clore, 2002), relational 
processing (Storbeck & Clore, 2005), widening attention (Derryberry & Tucker, 
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1994)…substantive processing (Forgas, 2001) and assimilation (Fiedler, 2001)” (p. 41 ).  
These diffuse effects have less obvious survival value. 
Fredrickson’s (1998, 2001, 2004) broaden and build theory of positive emotions 
furthered evolutionary explanations of the purpose of positive emotions.  She theorized 
that instead of focusing specific physical action tendencies, such as the flight response to 
fear, positive emotions instead expand immediate urges to action, and increase the 
number and variety of thoughts and actions that become available in consciousness, 
through such mechanisms as the aforementioned global focus or widening attention. In 
this manner, “positive emotions promote discovery of novel and creative actions, ideas 
and social bonds, which in turn build that individual's personal resources; ranging from 
physical and intellectual resources, to social and psychological resources” (Fredrickson, 
2004, p. 1367).   These broaden-and-build effect spiral upward, with resultant benefits 
causing further benefits.  For example, the positive emotion joy produces the urge to 
play, creatively push limits, and be creative in physical, intellectual, social and artistic 
realms.  The wide array of developmental benefits that result from the practice of play is 
well documented (Burdette & Whitaker, 2005; Ginsburg, 2007; Pellegrini, 2002).  
Another phenomenologically distinct positive emotion, interest, has a similar broadening 
and building effect.  When a person is interested, they take in new information and build 
knowledge and intellectual complexity.   This builds personal and social capital and thus 
increases survival (Fredrickson, 2004).   
An additional example, which is relevant to the social nature of emotion, is the 
positive emotion of love.  The object of this emotion is other living things, and primarily, 
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humans.  This emotion builds social bonds that last well after the specific, transient 
emotional state has passed.  Fredrickson (2009) posits that love is an expansive emotion, 
which includes elements of joy, gratitude, serenity, interest, hope, pride, amusement, 
inspiration and awe.    
Fredrickson (2009) identified that the specific positive emotions of love, joy, 
gratitude, serenity, interest, hope, pride, amusement, inspiration and awe are most 
common in people’s everyday lives.  She suggested however that this list is not all 
inclusive.  Other positive emotions have been also been identified by researchers (Algoe 
& Haidt, 2009; Haidt, 2000).  Lyubomirsky et al. (2005) wrote that as we learn more 
about discrete positive emotions, such as contentment, affection, curiosity, elevation, 
pride, and joy, we may find that specific emotions may be linked with specific adaptive 
outcomes.  For instance, Lyubomirsky et al. (2005) speculated possible evolutionary 
purposes of positive emotions, as affection might promote sociability, pride prompt 
helping, and curiosity increase learning and problem solving.  These possibilities, they 
note, point to an intriguing area for future research (Lyubomirsky, et al., 2005).   
 Through the experience of positive emotions, “people transform themselves, 
becoming more creative, knowledgeable, resilient, socially integrated and healthy 
individuals” (Fredrickson, 2004, p. 1369).  Thus, positive emotions are contributory to an 
adaptive experience, which can lead to emotional transformation and new learning 
(Antonacopoulou & Gabriel, 2001; Pascual-Leone & Greenberg, 2007; Yorks & Kasl, 
2006).  Fredrickson (2004) termed this process the upward spiral of positive emotions, 
and outlined its reciprocal causality.  An initial experience of positive emotion leads to a 
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broadening of awareness, novel thoughts, activities and relationships which lead to 
enduring positive resources, social connections, support, skills and knowledge, reliance 
which continues to have ripple effects of increased physical, mental and social health, 
survival and fulfillment, which leads to more positive emotions, and so on, Fredrickson 
posited (Fredrickson, 2002; 2008; 2010).  In the following paragraphs, some relevant 
outcomes of research in this area will be outlined in order to situate the dynamics of 
expressing positive emotions within a context appropriate for this research study.  
Evidence for Broaden and Build Effects of Positive Emotions  There is empirical evidence which supports Fredrickson’s theory of the broaden and build effects of positive emotions, including two decades of work by Isen (2000, 2004) on positive affect and in the last decade work by Fredrickson and colleagues (Fredrickson & Joiner, 2002; B.L. Fredrickson, Tugade, Waugh, & Larkin, 2003; Garland, et al., 2010; D. P. Johnson et al., 2011; Tugade, et al., 2004; Waugh & Fredrickson, 2006) as well as others.  In findings that have been replicated, positive 
emotions were shown to broaden attention and cognition, and thus initiate upward spirals 
toward increasing emotional well-being (Burns et al., 2008; Fredrickson & Joiner, 2002).  An important breakthrough related to the causality of the upward spiral model was made in 2005, when researchers determined that while success may 
make people happy, happiness also leads to success (Lyubomirsky, et al., 2005).  In other words, people who generally experience positive emotions in life (e.g. happy people) are likely to acquire favorable social, occupational, financial, and marital life 
circumstances, as well as physical and mental health and longevity. Lyubomirsky, King, 
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and Diener (2005) were able to determine this finding through a meta-analysis of 225 studies, comprising over 275,000 participants in 293 separate samples.  These 
researchers subsequently computed 313 independent effect sizes and concluded “positive affect—the hallmark of well-being—may be the cause of many desirable characteristics, resources, and successes correlated with happiness” (p. 803).   The studies were cross-sectional, longitudinal and experimental in design.  However, these authors made note that the most robust form of evidence, long-term 
experimental intervention studies, do not as yet exist.  They also write that positive emotions can indeed produce adverse effects, and positive emotions or moods may not be the most adaptive response under all circumstances.  Additionally, clearly the criterion for a successful life is behaviorally and culturally situated (Lyubomirsky, et al., 2005).     
 Positive emotions and cognition. 
 One of the ways positive emotion may impact success is through specific effects 
on cognition.  Positive affect in general promotes an assimilative, schema-based 
cognitive processing, whereas negative affect evokes a cognitive strategy that is more 
accommodative and externally focused (Forgas, 2008).  This assimilative processing 
associated with positive emotions broadens the scope of attention and thought-action 
repertoires among college students, Fredrickson and Branigan (2005) showed.  Using 
film viewing to elicit various emotions, and subsequent measurement of performance on 
processing tasks in two experiments, they found that positive emotions helped people 
think of more, and more varied, ideas. Fredrickson and Branigan were also able to 
33 
 
 
confirm that negative emotions narrowed these attention and thought-action repertoires, 
as hypothesized in accordance with the evolutionary purpose of negative emotions 
(Forgas, 2008; Fredrickson & Branigan, 2005).  Subsequent studies with other 
populations supported the conclusion that positive emotions broaden the scope of 
attention, in part by actually  increasing visual perception (Ashton-James, Maddux, 
Galinsky, & Chartrand, 2009; Friedman & Förster, 2010; K. J. Johnson & Fredrickson, 
2005; Rowe, Hirsh, & Anderson, 2007) though some of these exact mechanisms are still 
under debate (Harmon-Jones, Gable, & Price, 2011).  Interestingly, attention may then 
narrow when individuals subsequently explore desired items (Bruya, 2010; Corbetta & Shulman, 2002; P. A. Gable & Harmon-Jones, 2008).   Overall, positive emotional states 
facilitate faster processing of positive information, flexible attention, thinking and 
behavior, which is linked to psychological well being (Kashdan & Rottenberg, 2010; 
Unkelbach et al., 2010).     Positive emotions also have been demonstrated to increase creativity (Fredrickson & Branigan, 2005; Isen, 2004).  Creativity is a complex construct 
involving cognitive fluency and flexibility in original and adaptive thinking which generates novel and culturally appropriate new ideas, often companied by moments of eureka or insight (Csikszentmihalyi, 1996; Dietrich & Kanso, 2010; Helie & Sun, 2010; Niu & Sternberg, 2006; Runco, 2004). People who are experiencing positive emotions often use heuristic thinking (Snyder & Lopez, 2002) and holistic 
processing, (K. J. Johnson & Fredrickson, 2005), and are “more likely to have richer associations within existing knowledge structures” becoming more flexible and 
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original in their thinking (Lyubomirsky, et al., 2005, p. 840). This cognitive broadening aids creativity.  A meta-analysis by Baas et al. (2008) which covered 25 
years of creativity research examined 66 reports, and 102 independent samples and over 
7,000 research participants.  These researchers computed effect sizes and conducted 
moderator analyses to find that creativity was enhanced by positive emotions and mood 
states that were “activating and associated with an approach motivation and promotion 
focus (e.g., happiness)” (Baas, De Dreu, & Nijstad, 2008, p. 779).  Notably, the 
researchers found that negative moods were associated with lower creativity and 
cognitive flexibility (Baas, et al., 2008).  Yet, straightforward main effects for hedonic 
tone or for activation were not found, and the researchers wrote that “creativity…should 
be seen as a complex function of neurophysiological, cognitive, and motivational 
processes” (Baas, et al., 2008, p. 798).  These overall results are in keeping with the 
theories of predecessors Maslow (1971) and Rogers (1951), both of whom theorized that 
love, joy, and other positive emotions were associated with increased creativity.   
 Positive emotions and social resources.  
 Recent research has also showed that positive emotions can broaden people's 
ability to form social bonds (K. J. Johnson & Fredrickson, 2005; Waugh & Fredrickson, 
2006).  Furthermore,  positive emotions might increase connections by  “producing a 
state of ‘social broadening’ during which the distinctions and typical boundaries between 
social groups become less salient within social interactions” (K. J. Johnson & 
Fredrickson, 2005, p. 7), thus increasing capacity to be in relationship with others. For 
example, while decades of research has shown that friendships are an essential predictor 
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of positive emotions and happiness (M Demir & Özdemir, 2010; M. Demir, Özen, 
Doğan, Bilyk, & Tyrell, 2010; Demr & Weitekamp, 2007), Waugh and Fredrickson 
(2006) found those with higher positive emotions in the first place had increased feelings 
of self–other overlap at the beginning of a new relationship, which aided building new 
social connections and friendships.  Goldenberg and Forgas (2012) found people in 
positive moods are even less likely to blame victims when hearing of others misfortune 
than those in a negative mood.  In this way, positive emotions can help to build social 
connectedness, which then upwardly spiral to increase a person’s experience of positive 
emotions, which helps build more connections, and so on.   
 Specific positive emotions associated with social connections include gratitude, 
admiration, and elevation.  Recent research has shown these are phenomologically 
distinct, and motivate prosocial relationship building (Algoe & Haidt, 2009).  Gratitude 
has been shown to lead to prosocial, helping behavior in experimental research (Bartlett 
& DeSteno, 2006; Tsang, 2006).  Individuals who experienced gratitude felt closer to 
others and wanted to strengthen ties and build the relationship with the person towards 
whom they felt gratitude (Algoe & Haidt, 2009).   
 Gratitude has been identified both as a specific positive emotion (Fredrickson, 
2009) and as a broader “life orientation towards noticing and appreciating the positive in 
the world,” which includes the helpful actions of others as well as life itself (A. M. 
Wood, Froh, & Geraghty, 2010, p. 902).  Expressing gratitude has been found to increase 
and sustain positive emotions in various studies (Bono & McCullough, 2006; Emmons, 
2007; Emmons & McCullough, 2003; Seligman, et al., 2005; Sheldon & Lyubomirsky, 
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2006). Wood, Froh, and Geraghty (2010) provided a comprehensive review of the 
mounting body of gratitude research.  They identified that gratitude is strongly linked to 
well-being and related to many types of prosocial outcomes.  For example, experiencing 
gratitude in response to benefits provided by others predicted an increase in perceived 
social support among chronically stressed women (Algoe & Stanton, 2012).  However, 
gratitude was dependent on the individual’s appraisal of the benefits provided by others.  
Not every provision of benefit results in gratitude, as personal appraisal and social 
consequences are essential to the authentic generation of this emotion (Algoe & Stanton, 
2012).  Very recent evidence from cross-sectional, longitudinal, experience sampling, and 
experimental designs has demonstrated that increased gratitude results in lower 
aggression, mediated by empathy (DeWall, Lambert, Pond, Kashdan, & Fincham, 2012).  
This finding has interesting implications for global wellbeing, and supports theoretical 
models that show how gratitude and other positive emotions evolve to build levels of 
human cooperation through upstream reciprocity (Nowak & Roch, 2007).  Researchers 
provide a variety of recommendations for future gratitude research, and notably suggest 
the investigation of the natural development of gratitude in its various forms (Algoe & 
Stanton, 2012; DeWall, et al., 2012; A. M. Wood, et al., 2010).   
  Another prosocial positive emotion is that of admiration of others, which 
energizes people to work harder on their own goals and projects (Algoe & Haidt, 2009). 
Admiration can also generate inspiration (Thrash & Elliot, 2004).  Related to this 
construct is the emotion of elevation, which opens a desire to do good things for other 
people, become a better person oneself, and emulate role models (Algoe & Haidt, 2009).  
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These other-focused emotions have direct effects that broaden and build social ties, 
improving social well-being.  Like the associated compassionate behaviors like altruism 
and kindness, these emotions may have critical adaptive outcomes for our species (Algoe 
& Haidt, 2009; Keltner, 2003, 2009).  Overall, emotions in general seem to promote both 
social and moral behavior (Pham, 2007). 
 Positive emotions and overall health. 
 Positive emotions have significant implications for overall health.  In the well-
known nun study, researchers analyzed the writing of a group of nuns (N=180) who lived 
similar environment as young adults and over six decades. Positive emotions (as 
expressed in the essays) correlated with a significant increase in longevity, adding a 
decade to life (Danner, Snowdon, & Friesen, 2001).  This work and others led to recent 
epidemiological work in this area. The Alameda County Study, a longitudinal (30+ years) 
investigation of the biopsychosocial health of Californians, was used to provide a 
systematic, randomized sample (N = 6,856) which was analyzed using multivariate 
proportional hazard models. Results showed that a range of measures of well-being 
including positive feelings and affect “significantly predicted lowered risks of all-cause 
and natural-cause mortality (Relative Risk per unit predictor increase [RR] ranged .904–
.989, p values ranged .000–.05)” (Xu & Roberts, 2010, p. 9).  Interestingly, Xu and 
Roberts (2010) wrote that social networks mediated this association. 
 In another large prospective population-based study, the association between 
positive affect and cardiovascular events was examined using a proportional hazards 
model and controlling for age, sex, and cardiovascular risk factors (Davidson, Mostofsky, 
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& Whang, 2010).  Positive affect was found protective against 10-year incident of 
coronary heart disease, among 1,739 adults who participated in the 1995 Nova Scotia 
Health Survey. Researchers caution that whether increasing positive affect would 
decrease the risk for coronary heart disease is still as yet untested (Davidson, et al., 
2010). However, positive emotions have been shown to have an undoing effect, repairing 
damage to the cardiovascular system produced by negative emotions, in the lab 
(Fredrickson, Mancuso, Branigan, & Tugade, 2000).  This undoing effect occurs after an 
initial negative emotion produces health-damaging heightened sympathetic 
cardiovascular reactivity, which is typically the result of anxiety and fright.    
  In a randomized, longitudinal field experiment with a waitlist control group,   
working adults (n = 139) were shown to be able to use the intervention of love-kindness 
meditation to effectively to increase daily experiences of positive emotions (Fredrickson, 
et al., 2008).  Statistically and clinically significant results of this intervention showed 
powerful increases in mindfulness, purpose in life, social support, life satisfaction and 
decreased symptoms of illness and depression (Fredrickson, et al., 2008).  Long-term 
beneficial consequences were found at 15-month follow up, particularly for those who 
continued meditating (Cohn & Fredrickson, 2010).  These studies help confirm earlier 
work that showed frequent positive affect impacts overall healthy behavior, improves 
coping and reduces stress, thus aiding immune functioning, as well as lowering accident 
and suicide rates (Lyubomirsky, et al., 2005).   
 Recent work has also traced neurological and biological effects of positive 
emotions (Beauregard, Courtemanche, Paquette, & St-Pierre, 2009; Bechara, et al., 2000; 
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Burgdorf & Panksepp, 2006; Dietrich, 2004a; Leppanen & Nelson, 2009).   Biological 
evidence for the upward spiral effect of positive emotion was found in a recent study on 
the heart’s vagal tone, which is an indicator of automatic flexibility, Kok and Fredrickson 
(2010) found.  These researchers showed vagal tone both reciprocally and prospectively 
predicts positive emotions and social connectedness, physically demonstrating the 
upward spiral effects (Kok & Fredrickson, 2010). 
 A recent review of the neurobiology of positive emotions described evidence that 
points toward the limbic and ventral striatal dopamine systems among others as 
implicated (Burgdorf & Panksepp, 2006).   Additionally, the posteromedial cortices and 
the anterior insula have been identified as active in individuals experiencing the social 
emotions of admiration and compassion (Immordino-Yang, McColl, Damasio, & 
Damasio, 2009).  Garland and colleagues (2010) theorized the process of upward spirals 
of positive emotion and downward spirals of negative emotion, and conducted research 
with adults with schizophrenia.  They found that positive emotions (induced through 
love-kindness meditation) can undo and buffer against the poor health consequences of 
negative emotions, and increase resilient behavior, and described how affective 
neuroplasticity in the brain may make these changes possible (Garland, et al., 2010).  
“Thought, emotion, and action trigger neural activity, which can lead to a re-organization 
of the brain, shaping future psychosocial experience” (Garland & Howard, 2009, p. 9) 
This literature linking the biopsychosocial paradigm to brain neuroplasticity research 
supports the premise that through socio-emotional behavior, individuals are active agents 
in the construction of their own neurobiology (Garland & Howard, 2009). 
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Positive Emotional Regulation Strategies 
 
 Emotions of all sorts can be deliberately cultivated or dismissed through 
emotional regulation processes.  Basic strategies such as reappraisal, in which a person 
changes the way a situation is construed so as to soften the emotional impact, or 
suppression, when the physiological, external expression of inner emotions is dampened, 
are often used to regulate negative emotions (Gross, 2002).  Some of these strategies are 
more adaptive than others, as was identified in a recent meta-analytic review.  In this 
quantitative analysis of 114 studies, with 241 separate effect sizes, maladaptive strategies 
such as rumination, avoidance, and suppression were associated with more 
psychopathology and while acceptance, reappraisal, and problem solving were associated 
with less psychopathology (Aldao, Nolen-Hoeksema, & Schweizer, 2010).  
 Just as various strategies are used to express, regulate, and cope with negative 
emotions, so too are various strategies used to cope with, or manage, positive emotions.  
Tugade and Fredrickson (2007) found little research has been done on the regulation of 
positive emotions.  However, many people do engage in various conscious or 
unconscious behaviors to maintain, prolong or increase positive emotions.  Such 
emotional regulation has benefits in that positive emotional experiences can facilitate 
flexible thinking and behavior (Tugade & Fredrickson, 2007).   One useful cognitively-influenced process that can help buffer and undo the 
effects of negative emotion is positive reappraisal (Folkman, Lazarus, Gruen, & 
DeLongis, 1986; Folkman & Moskowitz, 2000; Folkman & Nathan, 2010; Garland, et al., 
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2010).  A specific kind of positive reappraisal is termed benefit-finding, in which positive 
meaning is found in difficult and even tragic situations (Carver & Antoni, 2004; King & 
Miner, 2000; Sears, Stanton, & Danoff-Burg, 2003; Tugade, et al., 2004).  If positive 
meaning can be found in negative events, resultant positive emotions can be used to 
buffer against stress (Folkman & Moskowitz, 2000; Folkman & Nathan, 2010; 
Moskowitz, 2010), as Fredrickson found in a prospective study of 9/11 survivors 
(Fredrickson, Tugade, Waugh, & Larkin, 2003) and Hart, Vella and Mohr (2008) found 
effective for MS patients. Other studies have also found that over time, positive emotions 
assist individuals in their ability to recover effectively from daily stress and become 
resilient (Ong, Bergeman, & Boker, 2009; Ong, et al., 2010; Schiffrin & Nelson, 2010) 
 Another strategy people use to maintain and maximize positive emotion is 
through savoring.  A number of studies have examined savoring strategies, the full scope 
of which is beyond the limits of this literature review (Quoidbach, Berry, Hansenne, & 
Mikolajczak, 2010).  Briefly, savoring is an emotional regulation strategy in which a 
person places deliberate conscious attention onto current or past pleasant experiences, a 
practice which has been related to well-being, optimism, internal locus of control, life 
satisfaction, and self-esteem (Bryant, 2003; Bryant, Smart, & King, 2005).  Savoring is 
also done though the social sharing of positive events, e.g., celebrating, sometimes called 
capitalizing (S. L. Gable, Gonzaga, & Strachman, 2006; S. L. Gable & Reis, 2010).  This 
social sharing involves being curious about another’s experience (Silvia & Kashdan, 
2009).  People can also engage in savoring through creative writing (King & Miner, 
2000) or other methods such as art-making (Dalebroux, Goldstein, & Winner, 2008; 
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Henderson, 2012).   Research on savoring practices indicates that multiple savoring (and 
the reverse, dampening) strategies are best used to influence the experience of positive 
emotion (Quoidbach, et al., 2010).   
Negative Outcomes of Positive Emotions 
 
 A more complex picture develops as recent research suggests that positive affect, 
mood and emotions do not have universally desirable consequences (Gruber, 2011; Tamir 
& Gross, 2011; Tan & Forgas, 2010).  For example, positive moods and emotions may be 
associated with potential disadvantages or negative outcomes such as risk-taking (Yuen 
& Lee, 2003).  Cyders and Smith (2008) found that some individuals experiencing 
positive states were more inclined to engage in the potentially problematic behaviors of 
alcohol consumption, binge eating, drug use and risky sexual behavior.  Scientists concur 
that extreme emotions can impact rational decision making and challenge cognitive 
functioning, thus increasing the likelihood of this kind of ill-considered behavior (Cyders 
& Smith, 2008; Tice, Bratslavsky, & Baumeister, 2001).  Furthermore, in a series of 
experiments in the lab, Forgas and colleagues demonstrated that positive moods can have 
some negative outcomes such as increased selfishness (Tan & Forgas, 2010), while 
negative moods can produce some adaptive, socially sensitive outcomes (Forgas, Laham, 
& Vargas, 2005).  In one study, negative mood increased skepticism, and thus improved 
accuracy in detecting deceptive communications, while those in a positive mood were 
found to be more trusting and gullible (Forgas & East, 2008).   These effects may be due 
to the various ways that emotional experience influences cognition and again supports the 
position that various emotions may have evolved for adaptive purposes (Forgas, 2008).   
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In a research review and theoretical discussion of the negative consequences of excess 
positive emotion among those with bipolar disorder, Gruber (2011) concluded that  
 what causes happiness to go awry might be the persistence of good feelings in 
 situations that clearly call for wariness to potential threats or remorse over 
 the loss of resources or loved ones. Future research has yet to explore the intricate 
 ways in which positive emotions may not always be for our benefit; in fact, 
 feeling ‘too’ good may actually be detrimental (p. 362).    
These researchers highlight the need to avoid simplistic assumptions about benefits of 
emotions, and identified that there are circumstances in which positive emotions can be 
harmful, and negative emotions beneficial (Cyders & Smith, 2008; Forgas & East, 2008; 
Forgas, et al., 2005; Gruber, 2011; Tan & Forgas, 2010).  Research is now needed to seek 
knowledge about the best mix of positive and negative emotions in various different 
circumstances  (Diener, 2009a) as “emotion regulation highlights the idea that both 
pleasant and unpleasant emotions can be useful at times” (Tamir & Gross, 2011, p. 96). 
Positive Emotions and Mental Health 
From the early work of Freud and Breuer, psychotherapists have aimed to help people 
process a range of emotions, particularly ones which may be challenging to express 
(Sandler, 2011).  While research has shown emotional expression therapeutic (Kennedy-
Moore & Watson, 2001; Linley, et al., 2011; Moses & Barlow, 2006; Sloan & Kring, 
2007), less attention has been paid to expression of specifically positive emotions.  This 
may be because therapists have focused on the relief of suffering rather than the 
promotion of happiness.  Larger Judeo-Christian conceptions of human nature and 
44 
 
 
entrenched sociopolitical forces may also play a role in this single-minded concentration on disease (Stalikas & Fitzpatrick, 2008).   However, the growing interest in positive psychology among mental health professionals is fueled by an interest in the development of health and happiness, above and beyond the amelioration of disease and distress (Cloninger, 2006; Diener, 2009b; Duckworth, et al., 2005; Stalikas & Fitzpatrick, 2008).  
 Positive Activity Interventions 
 Practitioners are often interested in finding interventions that can be utilized to help those with mental health needs.  To this end, a recent large meta-analysis using 
fixed-effects and random effects models of 51 such interventions with 4,266 individuals 
validated the effectiveness of happiness-inducing activities to decrease depressive 
symptoms (mean r=.31) and increase positive emotions and overall well-being (mean 
r=.29) (Sin & Lyubomirsky, 2009).  Several factors influenced the efficacy of these 
treatments, including depression status, age, the format and duration of interventions, the 
fit between the person and activities, and level of effort.  These activities have been 
termed positive activity interventions. 
Positive activities such as the regular practice of gratitude, optimism, kindness, 
 and meditation are similar in that they are all relatively brief, self-administered, 
 and nonstigmatizing exercises that promote positive feelings, positive thoughts, 
 and/or positive behaviors, rather than directly aiming to fix negative or 
 pathological feelings, thoughts, and behaviors  
(Layous, Chancellor, Lyubomirsky, Wang, & Doraiswamy, 2011, p. 677).  
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Examples of these empirically tested (with certain populations) positive activity 
interventions include the love-kindness mediation practice (Cohn & Fredrickson, 2010; 
Fredrickson, et al., 2008; D. P. Johnson et al., 2011), the ‘best possible life’ optimism 
writing exercise (King, 2001; Sheldon & Lyubomirsky, 2006) gratitude journaling 
(Emmons & McCullough, 2003; Seligman, et al., 2005; Sheldon & Lyubomirsky, 2006) 
focusing on one’s strengths (Seligman, et al., 2005), and humor skills training (Crawford 
& Caltabiano, 2011). 
  Not all positive activity interventions have always worked, however.  In one study 
with dysthymic college students, listening to classical music (designed as the control 
activity) was more effective in increasing happiness than the planned interventions of 
writing a letter of gratitude (Sin, DellaPorta, & Lyubomirsky, 2011).  While calls for 
clinical trials applying these treatments with individuals with clinical depression have 
begun (Layous, et al., 2011), Lambert and Erekson (2008) felt it was risky to modify clinical practice on the little evidence available currently, and just too early to tell if these positive activity interventions should be used in clinical practice.  More research is needed with populations of interest in order to consider these findings broadly generalizable and to explore the extent to which happiness interventions can increase resilience through increasing positive emotions (Layous, et al., 2011; Lyubomirsky & Della Porta, 2012).   As research on the overall health benefits and healing effects of expressing 
positive emotions accumulated, some psychotherapists have begun to apply the broaden-
and-build theory into practice in a number of ways (Dick-Niederhauser, 2009; Gilman, 
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Schumm, & Chard, 2012; N. M. Lambert, Fincham, & Stillman, 2012; Seligman, Rashid, 
& Parks, 2006).  For example, Fitzpatrick and Stalikas (2008) addressed how positive 
emotions might include   
 those emotions that clients find unpleasant but that have therapeutic utility 
 (negative experience/positive value), emotions that the clients experience as 
 positive but that are in need of therapeutic work or transformation (positive 
 experience/negative value), or emotions that clients feel positively and that are 
 therapeutically useful (positive experience/positive value) (p. 250).   
This definition of “positive” emotions in psychotherapy thus destabilizes the usual 
conceptions of these as involving  love, joy, serenity, etc. as it also includes negative 
emotions, such as anger, sadness, grief, etc. that may be necessary to express to improve 
mental health. While healthy, flourishing people are hypothesized to have ratio of 
positive to negative emotions that is more than 3-to1, more than 12-to1 positive to 
negative emotions is presumed problematic, according to Fredrickson & Losada (2005).  
Fredrickson (2009), Fredrickson and Losada (2005), Fitzpatrick and Stalikas (2008), 
Gruber (2011), Tamir and Gross (2011) and others all concur that people should not and 
cannot have only positive emotions, and instead encouraged a balance between negative 
and positive emotions.  
 Emotions and Intersubjectivity in Therapy 
  The importance of the therapist’s careful attention to client distress and the 
facilitation of appropriate expression of negative emotions in therapy is highlighted in 
Fitzpatrick and Stalikas’ (2008) work.  They theorize that positive emotions may have 
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several roles in therapeutic agency, a facilitating, background role via the warm 
relationship with the therapist, and an agentive role, activating the transformative cascade 
of broaden-and build effects described above.  “If therapy can be likened to a dance, then 
positive and negative emotions are the partners moving to a healing melody: positive 
emotion steps forward as negative emotion steps back; negative emotion steps forward as 
positive emotion steps back” (Fitzpatrick & Stalikas, 2008, p. 256).  Their poetic 
metaphor refers to the variability and dynamism of emotional experience within the 
intersubjective therapeutic dyad.   
 Intersubjectivity develops through multiple joint endeavors where people engage 
in common experiences (O’Donnell & Tharp, 2012).  Through the process of sharing 
cultural activities (such as therapy, art making or science), people engage in collaborative 
discourse, where various interpretations of reality including emotional experience 
emerge.  In the intersubjective matrix of therapy, the co-construction of emotional-
cognitive meaning leads to new self narratives (Dosamantes-Beaudry, 2007; Vulcan, 
2009) 
 Theoretically at least, this process involves the “dyadic regulation of painful 
emotion [which] naturally culminates in the emergence of positive affects and positive 
emotional states, which, in turn, are vehicles for accessing the emotional resources 
associated with resilient functioning and emotional flourishing” (Russell & Fosha, 2008, 
p. 167).  If emotional regulation—which according to Kappas (2011) is indivisible from 
emotion itself—is indeed located between people, in this case the client and therapist, this 
intersubjective regulatory process is a key process in moving individuals upward towards 
48 
 
 
wellbeing.  There seems to be broad agreement among neuroscientists, developmental 
theorists and clinicians that this empathic relatedness in the regulation and processing of 
emotion is therapeutic (Fosha, Siegel, & Solomon, 2009; Franklin, 2010).   
 Like Fitzpatrick and Stalikas (2008), Rosan (2012) also used the metaphor of a 
dance in his phenomological description of therapeutic empathy.  The empathic stance of 
the psychotherapist provides the intersubjective therapeutic dyad with deep knowing of 
the other that becomes “a dance between to two that folds back on itself and duplicates 
the coupling in the very depth of one” (p.115).  Through this empathic connection, 
generated by the therapist’s performance of  “waiting, witnessing and welcoming” 
(p.132) the client’s expressions, new knowledge is produced in and between both parties, 
embodied through emotional/cognitive feelings, thoughts, recollections, ideas, and 
sensations, which Rosan (2012) termed the “dialogical unconsciousness” (p.133).  
 A complicating factor is that cultural presuppositions affect the intersubjective 
experience/regulation/expression of positive emotions in therapy, and in life.   New 
research shows that assumptions by Americans and Europeans of what is positive may  
be different than in some Asian cultures (Leu, Wang, & Koo, 2011).  In these Asian 
cultures, balance in emotional experience may be found to be particularly important 
(Sirgy & Wu, 2009).  The term dialectical emotions, or co-occurring positive and 
negative feelings, (both happy and sad), was coined by researchers examining the 
complexities of positive emotions in Asian and Asian-American populations (Leu, et al., 
2011, p. 994). Fredrickson (2001) early on argued that positive and negative emotions 
could not exist at the same time, as one cannot have a valance towards and away from 
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something at the same time.  The phenomenon of poignant or bittersweet emotions is one 
many people will recognize, however, and is caused by having variously felt emotions in 
rapid succession.  Life’s circumstances provide us with much fodder for these 
intermingled and ambivalent emotions, as highlighted in the philosophy of emotion 
literature (Tappolet, 2005; Yang, 2010). Positive and negative affective components can 
exist in rapid succession, resulting in dynamic and difficult to quantify affective 
experience.  Expressing and exploring the nuances of mixed feelings is often part of the 
process of therapy (Fitzpatrick & Stalikas, 2008).  
 Recent research found subtle individual differences in emotional dynamics can 
predict outcome in depression treatment (Wichers, Lothmann, Simons, Nicolson, & 
Peeters, 2011).   Using the Experience Sampling Method (ESM) to record subtle dynamic 
alterations in momentary emotions, researchers used multilevel random regression 
analyses to determine that depressed help-seeking individuals (n=46) who experienced 
daily “boosts” of positive affect, followed by a stronger suppression of negative affect, 
had more favorable future outcomes than other depressed groups or controls.  The 
researchers recommend future work replicate findings and further explore the dynamics 
of emotions (Wichers, et al., 2011). 
 In light of these various developments, several authors now recommend that 
mental health professionals encourage flexible, culturally appropriate expression of 
positive and negative feelings to promote healing, improve coping, and build resilience, 
though the need for more research is emphasized (Dick-Niederhauser, 2009; Kashdan & 
Rottenberg, 2010; Leu, et al., 2011; Mancini & Bonanno, 2006; Russell & Fosha, 2008; 
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Tugade & Fredrickson, 2007). Seligman, Rashid, and Parks (2006), who demonstrated 
impressive reduction of depression through group, individual and web-based positive 
psychotherapy treatment programs, recommended that future research focus on the 
mechanisms by which positive psychotherapy might operate, including the moderating 
role of the therapist.   Han and colleagues (2008) encouraged future researchers to 
"further examine the salutary effect of expressing positive emotions for treating stress-
related problems in a variety of health contexts" (p. 1006). Specifically, Tugade and 
Fredrickson (2007) noted that future research “aimed at exploring how different aspects 
of positive emotions (appraisals, experience, behavior, physiology) and processes of 
positive emotions (deliberately cultivated vs. automatically activated)” (p. 327) might 
significantly expand current understandings of resilience.  These questions are 
particularly pertinent for the promotion of mental health interventions as intervention 
effectiveness may be predicted by early responses of positive emotion, as Cohn and 
Fredrickson (2010) found in a follow-up of their love-kindness mediation study.   
 Lambert and Erekson (2008) found techniques that directed clients toward their own positive emotions to be understudied, and suggested future research in this area.  Similarly, Sin, DellaPorta, and Lyubomirsky (2011) recommended that future 
research explore how to tailor positive psychology interventions to meet the unique needs 
and preferences of individuals. However, Fitzpatrick and Stalikas (2008) indentified 
many complexities in this area and concluded that substantial challenges remain in 
research into the use of positive emotions in psychotherapy.   
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 To sum up, in the previous section of this review, the theoretical basis for the 
evolutionary purpose of positive and negative emotions was described (Fredrickson, 
2004).  The broaden and build theory of positive emotions was summarized, and research 
concerning positive emotions was described, including research into the areas of 
psychological, cognitive, social, neurological and biological human functioning.  The 
discourse surrounding emotional expression and regulation was presented and these terms 
were destabilized, as was the polarization of emotions into strict categories of positive or 
negative.  The existence of dialectical and ambivalent emotions was affirmed (Leu, et al., 
2011; Tappolet, 2005).  Various conscious or unconscious strategies and interventions 
people use to maintain, prolong or increase positive emotions were considered and 
research on the impact of expressing positive emotions was presented.  Expressing 
positive emotions was shown to be beneficial in a variety of ways, yet the research also 
suggests a complex picture as in some circumstances, excessive expression of positive 
emotions may be associated with negative outcomes (Fredrickson, 2000a; Fredrickson & 
Losada, 2005; Gruber, 2011; Han, et al., 2008; Lyubomirsky, et al., 2005; Sheldon & 
Lyubomirsky, 2006).  From the perspective of mental health practitioners, emotional 
expression has been shown to be therapeutic, part of the dynamic intersubjective 
experience of therapy in which new shared meanings and transformative emotions are 
generated (Fitzpatrick & Stalikas, 2008; Greenberg & Pascual-Leone, 2006; O’Donnell & 
Tharp, 2012).  The consensus seems to be that more research is needed to discover how 
dynamic positive emotional regulation and expression acts therapeutically as well as how 
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best to utilize it in future treatment (Fitzpatrick & Stalikas, 2008; M. J. Lambert & 
Barley, 2001; Layous, et al., 2011; Seligman, et al., 2006; Sin, et al., 2011). 
Art Therapy and Emotions 
Theoretical Background 
Art therapy is a mental health field that aims to help various groups of people 
through the process of creating art within the context of a helping relationship with a 
therapist (Malchiodi, 2011; Rubin, 1999; Wadeson, 1980).  One of the fundamental 
strengths of art therapy is that art making within the art therapy relationship can aid in 
emotional self-expression (Collie, et al., 2006; Forzoni, Perez, Martignetti, & Crispino, 
2010; Jones & Warren, 2006; Lamont, Brunero, & Sutton, 2009; Patterson, Crawford, 
Ainsworth, & Waller, 2011).  A brief history of the theoretical roots of this concept is 
presented below to situate the reader before reviewing the current research in this area.    
Early psychodynamic thinkers in the field such as Naumburg (1966) and Kramer 
(1971) articulated that emotional expression through art creation is therapeutic.  
Grounding her work in Freudian theory, Naumburg (1966) wrote, “art therapy can 
effectively release many repressed feelings” (p.18) via “symbolic speech” (p.4), while 
Kramer (1971) theorized children’s mental health improved through sublimation—the  
modification of primitive emotional states—through transformation via the production of 
artistic metaphors and symbolic images in art.   
Since that time, art therapists across different theoretical approaches concur that 
emotional expression through art production is a primary and unique therapeutic factor in 
art therapy (Betensky, 1987; Hinz, 2009, Malchiodi, 2011; C. H. Moon, 2001; Rhyne, 
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1973; Rubin, 1999; Wadeson, 1980).  In the art therapy literature, conscious and 
unconscious emotions are conceptualized as being released (Naumburg, 1966), 
sublimated (Kramer, 1971), contained (Kramer, 1975), processed (Lusebrink, 1990), 
expressed (L. White, 2002, Hinz, 2009) and communicated (Malchiodi, 2006) through art 
making.  Forming of emotions or ideas through the creative process into artistic form 
involves a “dialectic of expression and containment” (C. H. Moon, 2001, p. 195), through 
which the inchoate is represented and made external to the self, providing new learning 
and transformative experience.   
Art creation functions to translate knowledge of felt experience, mapping though 
aesthetic expression the forms of life (Barone & Eisner, 2012; Innis, 2007; Julliard & 
Van Den Heuvel, 1999; Langer, 1957).  Successful art is a “living container of emotions 
and experience” (Kramer, 1975, p. 33) which brings emotions into consciousness and can 
encapsulate and transform complex human experience (Yorks & Kasl, 2006).  Emotions 
are transformed through this dialectic into expressive form through use of artistic media 
(C. H. Moon, 2001; Seiden, 2001).  Thus art therapists help clients to “recognize their 
emotions, discriminate among them, and express them appropriately” through building an 
“emotional vocabulary” through artistic creation (Hinz, 2009, p.110).  In particular, the 
use of color has been associated with expression of emotions by art therapists and others 
(Clarke & Costall, 2008; Hieb, 2005; Hinz, 2009, Kaya & Epps, 2004; Levy, 1984; 
Seiden, 2001).  Additionally, Hinz (2009) asserts that the use of vivid or unconventional 
colors and fluid media can evoke strong emotions as well as represent them.  
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Art thus communicates and represents, expresses and transforms emotion through 
the alchemy of feeling into form (Langer, 1953; Maclagan, 2001).  In the new preface to 
his classic work on emotions, Hillman (1992) discussed art therapy and emotion.  He 
identified that the larger task of art therapy is to free imagination, which goes beyond the 
therapeutic use of art for the communication, sublimation, or expressive release of 
emotions.  Art therapy is then “primary” for individuals, the culture of mental health 
therapy, and the arts in popular culture, in so as far as it restores through imagination the 
“archetypal gestures of the soul” (Hillman, 1992, p. xvi).  
Restoring imagination, artfulness and soul to mental and physical health settings 
and education institutions has been part of the diverse practice of art therapy (Allen, 
1992; Kapitan, 2003; B.L. Moon, 2004).  Art therapists promoted utilization of clients’ 
strengths, inner wisdom, and resilience long before the positive psychology movement 
(McGraw, 1995; McNiff, 1995; B.L. Moon, 2008; N. Rogers, 1993; Wilkinson & 
Chilton, 2013; Wix, 2000).  In contrast to the values present in medical models of health 
care, which promote “psychological notions of explaining, controlling, and predicting”  
human behavior, McNiff (1992) championed an artistic “therapy that ‘moves’ the soul”  
(p. 26).  This more life affirming vision of art therapy is synchronic with the positive 
psychology approach (Chilton & Wilkinson, 2009; Wilkinson & Chilton, 2013). 
Current Research in Art Therapy and Emotions 
As will be detailed below, multiple studies of adults using differing 
methodologies indicated that diverse forms of art therapy reduced depression and anxiety 
and improved overall mood and increased positive emotions (Bar-Sela, Atid, Danos, 
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Gabay, & Epelbaum, 2007; Geue et al., 2010; Hughes & da Silva, 2011; Kang et al., 
2010; McCaffrey, Liehr, Gregersen, & Nishioka, 2011; Monti et al., 2006; N Nainis et 
al., 2006; Puig, Lee, Goodwin, & Sherrard, 2006; Rao et al., 2008; Stuckey & Nobel, 
2010; Visnola, Sprūdža, Ārija Baķe, & Piķe, 2010; M. J. Wood, Molassiotis, & Payne, 
2010).  Another recent systematic literature review of 35 studies of art therapy revealed 
that while more research is needed, “there is a small body of quantifiable data to support 
the claim that art therapy is effective in treating a variety of symptoms, age groups, and 
disorders” (Slayton, et al., 2010, p. 108).   
In the studies described below, art therapy has been implemented with diverse 
populations, with differing lengths of treatment, and with different therapists (Slayton, et 
al., 2010).  As the focus of my research is with adults, in the following section, I include 
studies since 2000 of adults and exclude both prior studies and studies that involved 
children (although there is a growing body of work in this area).  I describe the studies in 
some detail, including how emotional experiences are measured or determined by the 
researchers.  While facial expression and other nonverbal behaviors can lead us to assume 
another person’s subjective experience of emotion, there are no objective ways of 
establishing the subjective experience of another’s emotions (Scherer, 2005).  Therefore, 
much of the work cited below includes subjective or qualitative components. 
  In the literature on art therapy and emotional experiences, the largest single 
population studied as a group was women, followed by people with cancer.  The 
following review of research endeavors are thus divided into two sections, one of which 
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address the studies of people with cancer, while the second section address all other 
populations. 
 Art therapy and emotional experiences in adults with cancer. 
 Two recent systematic reviews concluded there was some evidence that art 
therapy can benefit cancer patients by reducing their levels of anxiety and depression 
(Geue et al., 2010; Wood, Molassiotis, & Payne, 2010).  However, after completing a 
systematic review on 12 studies which investigated emotional, physical, social and 
spiritual concerns, Wood, Molassiotis and Payne (2010) found no overall effect size 
could be determined due to the broad heterogeneity of the research studies and stated that 
research in this area was “still in its infancy” (p. 135).  Similarly, Geue et al. (2010) 
reviewed 12 research projects and idenifted great variance in design and purpose of  the 
studies, as well as variability in implementation of  different forms of art therapy.  Yet, 
six of seven quantitative studies noted a decrease in anxiety and depression, while other 
research indicated “positive effects on personal growth, coping, the development of new 
form of self-expression, and social interaction” (Geue, et al., 2010, p. 160).   
 In Israel, a non-randomized, open phase II clinical trial was conducted with 
cancer patients (N=60) who participated either in art therapy for 1 to 2 sessions 
(Participation Group) or 4 or more sessions (Intervention Group) (Bar-Sela, et al., 2007).  
After completion of self-report inventories on depression, anxiety and fatigue, the groups 
were compared using statistical analysis such as the Mann–Whitney U-test.  No 
significant statistical difference was found between the two groups at baseline, however, 
the recovery from depression was statistically significantly (p=0.021) in the intervention 
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group.   The researchers noted potential limitations impacting the results as non-specific 
(placebo) effects warranting further investigation from a full clinical trial (Bar-Sela, et 
al., 2007).  
Such a randomized clinical trial took place in the Mid-Atlantic US to determine 
efficacy of a manualized program of mindfulness-based art therapy (MBAT) with women 
with cancer (N=111) (Monti, et al., 2006).  After randomization into the eight-week 
intervention or control groups, 93 participants completed pre- and post-study 
measurements including those addressing psychological distress and wellbeing.  As 
demonstrated through statistical analysis including mixed effect, repeated measures 
ANOVAs, as compared to the wait-list control group, the MBAT group showed a 
significant decrease in distress and significant improvements in quality of life ( e.g., 
depression subscale, p = 0.001; anxiety subscale, p= 0.022) (Monti, et al., 2006).  
 The efficacy of creative art therapy using visual art creation, guided  meditation, 
and poetry writing to enhance emotional expression, spirituality, and psychological well-
being of breast cancer patients (N=39) in the Southern US was studied using a 
experimental pretest/posttest control group design with a random assignment of  subjects 
(Puig, et al., 2006).   Emotional expression was measured using a sub-scale of the 
Emotional Approach Coping Scale (A. L. Stanton, Kirk, Cameron, & Danoff-Burg, 
2000).   However, the main effect of this scale did not reach statistical significance, 
though additional statistical analysis showed improvement in psychological well-being as 
measured by the Profile of Mood States (McNair, Lorr, & Droppleman, 1981).  Puig et al. 
(2006) stated that “the treatment group had significantly lower scores than those in the 
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control group on tension–anxiety, depression–dejection, anger–hostility, and confusion–
bewilderment after completing the creative arts therapy interventions” (p.223).  All who 
received creative art therapy in this study identified it as helpful and would recommend it 
to others.  Reported as important was the opportunity for reflection and quiet, increased 
connection with and/or expression of feelings, communication of feelings through art, 
feeling less hopeless, and happier—some even voiced surprise at finding an enhanced 
sense of well-being and post-traumatic growth (Puig, et al., 2006).  
 Qualitative research was conducted with women with breast cancer (N=17) in 
Canada and the US to identify how art therapy and art making was of value (Collie, et al., 
2006).   Narrative analysis of interviews illustrated that through art creation, artistic 
expression and meaning making were achieved.   Collie, Bottorff, and Long (2006) found 
“visual artistic expression was portrayed as a vehicle for having, using, releasing and showing emotions” (p.769).  Self-expression/emotional expression through art making was found as a way of articulating emotion.  “Repeated stories of positive 
changes in the self that were directly attributed to being engaged in visual artistic 
expression” researchers found, as the storylines illustrated “the value the women put on 
‘expressing’ and ‘releasing’ emotions in their own right and as the precursors to ‘seeing’, 
understanding’ and ‘resolving’ their experience” (Collie, et al., 2006, pp. 768-769).   
More recently, a naturalistic study of adjunctive (e.g., non-medical) treatments for 
people with cancer (n=192) in the US Midwest was conducted in which independent 
variables were measured, but not manipulated (without a control group) for a number of 
well-being measures over six months using step-wise multiple regression statistical 
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analysis (Shapiro, McCue, Heyman, Dey, & Haller, 2010).  Shapiro et al. (2010)  found 
that participation in art therapy was associated with more beneficial effects than any other 
activity, and was associated with increased positive emotion as measured by 
improvement in self-reported scores on scales of happiness, positive affect, hope, and 
benefit finding.  Significant results were also seen in just one session, in a quasi-
experimental study to determine the effect of art therapy for cancer patients (N=50) in a 
large urban Midwest US hospital.  Self-report scales were used to quantify symptoms 
statistically and significant reductions were measured indicating less global distress and 
improved well-being (N. Nainis et al., 2006). 
In another naturalistic study, 157 Italian adults undergoing chemotherapy were 
recipients of  an average of 4-5 sessions of individualized art therapy, and 54 of whom 
were subsequently randomly selected to participate in semi-structured interviews 
(Forzoni, et al., 2010).  Art therapy was perceived as “helpful” by 51 of 54 patients.  
Content analysis showed art therapy was used for various reasons: to relax and improve 
mood, to talk and make art to develop a self-narrative about their experience, or to 
visually express emotions, discovering new meanings (Forzoni, et al., 2010).  
Art therapy and emotional experiences in adults with other conditions. 
 A phenomenological study of terminally ill patients and caregivers (N=21) in 
England used semi-structured, audio taped interviews (Kennett, 2000) to examine 
participation in a creative arts project.  Participants described emotions such as 
enjoyment, excitement, pride, satisfaction, serenity, and comfort.  A subsequent content 
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analysis identified the positive emotion of hope as the essence of the phenomenon, a key 
finding in the provision of palliative care (Kennett, 2000).   
Also in England, a qualitative study of a convenience sample of homebound 
adults and caregivers (N=10) was conducted to identify perceptions about the benefits of 
art therapy sessions (Jones & Warren, 2006).  Interpretative Phenomenological Analysis 
(IPA) of semi-structured interviews revealed clients valued the support of having an art 
therapist come to their home and gained enjoyment from the sessions.  The study 
concluded that the goals of improving mood and emotional expression were achieved for 
these clients (Jones & Warren, 2006).  
A recent review of the literature on creative arts (not identified as therapy per se), 
mental health and mental well-being evaluated 11 studies to conclude that in the United 
Kingdom creative arts programs may promote social networks, improve psychological 
and physical well-being “although there appears to be no clear evidence to support this 
claim” (Leckey, 2011, p. 501). Leckey (2011) identified the diversity of populations and 
interventions, as well as lack of a clear definition of the term well-being and states  
many claims have been made in relation to the effectiveness of the interventions 
 but very little evidence has been provided to support these claims…. Undertaking 
 research in relation to the effectiveness of creative arts is extremely difficult 
 because of the elusive nature of well-being, mental illness/health and creative 
 arts (p. 507). 
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In a narrative joint report written after four years of individual art therapy, a United 
Kingdom women with learning disabilities (N=1) reported that art therapy was a place 
where she “could paint out, your emotions out”(I. White, Bull, & Beavis, 2009).   
Art therapy was associated with “intense emotional expression” of negative 
emotions in an intrinsic case study of an Australian woman (N=1) diagnosed with 
borderline personality disorder (Lamont, et al., 2009).  Art therapy also helped another 
Australian woman diagnosed with borderline personality disorder (N=1) by providing 
means to explore difficult emotions, according to a phenomenological case study (Van 
Lith, 2008).  In a narrative study using phenomological methods, adults living with eating 
disorders (N=6) reported that short-term art-based support groups enabled increased 
emotional awareness through artistic expression and an overall improvement in a sense of 
emotional well-being (Ki, 2011). 
Davis (2010) studied how art therapy was used to express emotions and organize 
thoughts, using hermeneutic methods in phenomenological research with international 
students at an Australian university (N=19). She wrote that “translating thoughts and 
feelings into tangible form functions as a way of knowing through the universal language 
of human experience” and further, art creation in art therapy transformed emotional chaos 
into more manageable emotional experiences such as calm (Davis, 2010, p. 179).  
  In Korea, a study of a convenience sample of older adults with dementia and 
depression (N=38) compared an integrated model of treatment which included art therapy 
to treatment as usual (Kang, et al., 2010).  Statistical analysis using Mann-Whitney, t, and 
paired t tests was completed from data collected from scores on mental-emotional health 
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and depression scales. Results showed a statistically significant greater decrease in the 
experimental group’s depression level (p < 0.001), and an increase in the experimental 
group’s mental-emotional health (p < 0.001) compared to that of the control group (Kang, 
et al., 2010). 
 Musha, Kimura, Kaneko, Nishida, and Sekine (2000) developed a new technique 
involving correlation analysis of electroencephalograms (EEG) termed the Emotion 
Spectrum Analysis Method.  This method provided a spectral analysis of the basic 
emotions, termed anger/stress, sadness/depression, joy, and relaxation and was used to 
investigate the effects of 1 year of group and family art therapy for Japanese people with 
dementia symptoms (N=41).  In an unexpected result, it was found that before and during 
the discussion of artwork produced in session, art therapy participants experienced the 
emotion of joy as evidenced by the Emotion Spectrum Analysis Method (Musha, et al., 
2000).  Further reported results using quantitative data and family questionnaires 
indicated that after one year of art therapy, 34% of the patients improved while 20% 
declined (Musha, et al., 2000). 
 In a mixed-method, quasi-experimental, pretest-posttest design pilot study, the 
activity of garden walking with and without a guide was compared with art therapy to 
determine their impact on depression in older adults in the Southern US (N=39) 
(McCaffrey, et al., 2011).  Using repeated measures analysis of variance (ANOVAs) of a 
geriatric depression scale and emotion word use in stories of sadness/joy, results showed 
that significant decreases were found in depression for all groups from pretest to posttest 
while no differences were noted between the groups over time.  Focus group discussion 
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about the art therapy experience indicated that building of social relationships was 
important, as was the revealing of “strengths they did not know they had” (McCaffrey, et 
al., 2011, p.241).   
 Both treatment groups also improved in a study of women in Sweden (N=43) who 
were dysthymic or experiencing symptoms of depression.  In a randomized controlled 
trial,  researchers used statistical analysis of a depression inventory and other measures 
such as observer ratings to compare time-limited psychodynamic psychotherapy to time-
limited psychodynamic art psychotherapy (both taking place over 15 to 20 weeks) 
(Thyme et al., 2007).  Researchers showed that both groups improved, as the decrease in 
perceived depressive symptoms was significant (p<.001) and participant reported less 
depression at conclusion of treatment and even less at a 3-month follow-up (Thyme, et 
al., 2007).   
 In a mixed method pilot study assessing art therapy as a mental health 
intervention for subfertile women in Canada (N=21), using observational, before- and 
after measurement design, statistically significant reductions were measured on the Beck 
Depression Inventory-II Scale and Beck Hopelessness Scale (Beck, Steer, & Brown, 
1996)(both P=0.01) (Hughes & da Silva, 2011).  Key themes from exit questionnaires 
indicated that while there was variety of issues from person to person, creating art was 
found intrinsically pleasurable.  The social aspect of the group was identified as 
comforting as the women described experiences visually as well as verbally.  In terms of 
positive emotion, participants reported the ability to laugh with each other about their 
difficulties was important in increased well-being.  Participants said afterwards, “Art 
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therapy is much more relaxing and fun than other forms of verbal therapy… I felt 
emotionally supported by having other women with me who truly understand our pain” 
(Hughes & da Silva, 2011, p.614).    
 In a study on the effect of group art therapy on multi-ethnic depressed mothers 
and their young children in California (N=4 mother-child dyads), researcher Ponteri 
(2001) used a mixed method pre-experimental, one-group pretest posttest design that 
included measurement by a questionnaire developed by Ponteri, drawings rated with the  
Formal Elements Art Therapy Scale (Gantt, 2009), self-reports, and videotaped play 
sessions.  While she claimed that “that mothers reported higher levels of self-esteem and 
a more positive self-image following treatment” she also noted that the results could not 
be generalized as multiple threats to validity existed (Ponteri, 2001, p. 148).  In the UK, a 
qualitative study using semi-structured interviews at two time points and subsequent 
thematic coding addressed the experience of new mothers experiencing depression 
(N=19) who participated in an eight week arts as therapy support group (C. Perry, 
Thurston, & Osborn, 2008). Participants there felt more assistance was needed, though 
the program was reported to lend some support and they experienced pride in their artistic 
accomplishments (C. Perry, et al., 2008). 
 In an experimental study in Latvia to determine if art therapy had any effect on 
the stress and anxiety of female health care workers (N=60), pre and post measurement of 
a stress questionnaire, the STASI State-Trait Anxiety Inventory (Spielberger, 1989) and 
the biological marker of stress, cortisol levels, were used to measure change (Visnola, et 
al., 2010).  Results showed art therapy decreased levels of the stress indicator cortisol, 
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state (but not trait) anxiety, and these scores were significantly (P < 0.05) lower than 
found in the no intervention control group.  In terms of emotional well-being, the 
researchers concluded that 
the art therapy group had higher self-esteem and self-confidence scores than the 
control group at the post-art therapy time. The significant (P <0.05) changes 
indicate that, after art therapy sessions, the participants of the study group felt 
more confident, satisfied and pleased, their feeling of loneliness was decreased 
and it was easier for them to concentrate. (Visnola, et al., 2010, p. 89)  
This study was notable for the use of biomarkers as a measurement tool but it remained 
unclear from the research report as to whether the nine sessions of art therapy was a 
manualized, replicable treatment or if the study would have had increased validity with 
an active control group.   
  In a study of Italian oncology unit hospital workers, 13 weekly sessions of art 
therapy was used to study emotional exhaustion.  Post-intervention lowered scores on a 
burnout self-report scale (Maslach, Jackson, & Leiter, 1997) indicated the success of art 
therapy intervention (Italia, Favara-Scacco, Di Cataldo, & Russo, 2008).  However, lack 
of control group and inability to address confounding variables limited validity (Italia, et 
al., 2008).  In a study of Italian oncology unit hospital workers, 13 weekly sessions of art 
therapy was found to address emotional exhaustion as evidenced by lowered score on a 
burnout self-report scale (Maslach, et al., 1997) after the art therapy intervention (Italia, 
et al., 2008).  However, lack of control group and inability to weed out potential 
confounding factors limited validity (Italia, et al., 2008).  In a study in the Mid-Atlantic 
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US, researchers also used this burnout self-report scale (Maslach, et al., 1997) which 
included the aforementioned subscale of emotional exhaustion, to investigate the effects 
of a creative arts therapy intervention (listening to music and drawing in a mandala 
outline) for burnout in nursing personnel (N=65) in a two-arm randomized controlled 
mixed-methods trial (Brooks, Bradt, Eyre, Hunt, & Dileo, 2010).  However, no 
statistically significant findings were found, through qualitative data indicated “sessions 
evoked positive emotions and activated memories and associations that relieved stress 
and provided a sense of well-being for all the participants” (Brooks, et al., 2010, p. 261).  
 Ericson (2008) examined the effectiveness of art therapy in decreasing symptoms 
of psychological distress among incarcerated women in the Southeastern United States in 
a dissertation.  Using a quasi-experimental design, one group participated in art therapy, 
while another received standard treatment.  The original sample size of N=50 was 
reduced through attrition to N=26, due to situational factors.  While no significant 
changes were found on the self-report instruments, qualitative analysis of participants 
responses to art therapy have included improved feelings of confidence, courage and 
inspiration (Erickson, 2008).  In response to the question, “How was this experience 
enjoyable for you? One individual responded, ‘It has helped me cope with my 
problems…[and]…made me feel loved and wanted when I thought I wasn’t.  I have truly 
been inspired by this program. Drawing makes me relieve a lot of stress’” (Erickson, 
2008, p. 92).  The conclusion of this research includes the observation—which has been 
made by others (Brooks, et al., 2010; Slayton, et al., 2010)—that a key challenge for 
future researchers is to find innovative ways to support the qualitative and antidotal 
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evidence (Erickson, 2008).  In another study with an incarcerated population in the 
Southern US (N=29), Gussak (2006) found eight sessions of art therapy led to statically 
significant improvements in depression as measured the Beck Depression Inventory-II 
(Beck, et al., 1996) for male participants.  
 In 2004, results of a study were published that examined whether art therapy is as 
effective as writing therapy in improving wellbeing using statistical analysis of a number 
of self-reports including the POMs (Pizarro, 2004). College students in California (N=45) 
participated, and those in the writing condition showed a decrease in social dysfunction 
while “participants who completed artwork reported more enjoyment, were more likely to 
continue with the study, and were more likely to recommend the study to family and 
friends” wrote Pizarro (2004, p. 5).  The researcher recommends continuing study of 
combined art and writing approaches. 
 In the diverse research in art therapy and creative art therapy reviewed herein, 
studies are sparse, extremely diverse in design and population, and provide mixed results.  
Though numerous participants have reported benefits of social-emotional expression 
through art and art therapy (Collie, et al., 2006; Erickson, 2008; Ki, 2011), at times the 
reported benefits were not found statistically significant with quantitative measures 
(Brooks, et al., 2010; Erickson, 2008).  Multiple threats to validity and reliability were 
noted as well in the various quantitative areas.   
 Not every person in these studies experienced positive emotions through art 
therapy.  A minority found art therapy frustrating and not enjoyable (Elkis-Abuhoff, 
Goldblatt, Gaydos, & Corrato, 2008) or not helpful (Italia, et al., 2008) or superficial and 
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childish (Forzoni, et al., 2010).  No negative case analyses were found which could shed 
light on why art therapy did not “work” for some individuals.  Such negative case 
analyses can be used to improve the credibility of research (Shenton, 2004).  
 Overall, it continues to be challenging to draw many conclusions from this 
collection of art therapy studies because of the wide heterogeneity in participants, age 
ranges, in the quality, duration and type of art therapy, as well as in sample sizes and 
research designs. Measurement of emotional expression ranged from self-report via 
scales or grids, to self-report via verbal and art interviews.  Only one study attempted to 
measure emotional experience quantitatively (Musha, et al., 2000).  These various threats 
to validity in the quantitative research of art therapy have been repeatedly cited (M. W. 
Reynolds, Nabors, & Quinlan, 2000; Slayton, et al., 2010).  Additionally, the 
trustworthiness of the qualitative research in the art therapy literature has been critiqued, 
though this form of research seems to be growing in popularity among art therapy 
researchers (Metzl, 2008).  
Art Making to Repair and Improve Moods 
There is some quantitative and mixed-method research which provides evidence 
for the hypothesis that the activity of art-making alone—outside a therapeutic 
relationship—can repair and improve moods and increase positive emotions in the short-
term, among adults and college students (Bell & Robbins, 2007; Collier, 2011; Curl, 
2008; Dalebroux, et al., 2008; De Petrillo & Winner, 2005; Drake, Coleman, & Winner, 
2011; Henderson, 2012; A. Voytilla, 2006). Several quantitative studies detailed below 
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demonstrated that art making improved mood among adults and college students (Bell & 
Robbins, 2007; De Petrillo & Winner, 2005; Drake, et al., 2011; Drake & Winner, 2012). 
  In a randomized, controlled trial adult community members in the Mid-Atlantic 
US  (N=50) were randomly assigned to two groups, one of which created art while the 
other viewed and sorted well-known Western art prints (Bell & Robbins, 2007).  
Measures including the Profile of Mood States and the State-Trait Anxiety Inventory 
were collected, and two-way ANOVAs demonstrated significantly greater reductions in 
negative mood and anxiety in the art production group (all p-values < .005).  In two 
experiments (total N=62), researchers found through statistical analysis art making 
improved mood according to self-reported affect among Northeastern US collage 
students where completing a puzzle did not (De Petrillo & Winner, 2005).  “These results 
suggest that artmaking improves mood because it allows people to express meaning and 
feelings through the images they construct” (De Petrillo & Winner, 2005, pp. 210-211).  
In research comparing the effects of assigning art making with a positive versus negative 
focus, Curl (2008) found that Midwestern US collage students who were directed to 
create art work in response to something positive that had happened to them (N=40) 
experienced a greater reduction in stress than those who were asked to focus on 
something that had been stressful, according to self-report on the State-Trait Anxiety 
Inventory (Spielberger, 2005).  Dalebroux, Goldstein, and Winner (2008) compared art-
making with a positive focus to venting art making—art that depicted how the person felt 
in response to a negative stimulus—among Northeastern US collage students (N=75) 
using statistical analysis including two-way repeated measures ANOVA.  They 
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determined that art making in both conditions induced mood repair; however, “creating a 
work expressing more positive emotions than one actually feels is a more effective 
coping strategy” (Dalebroux, Goldstein, &Winner, 2008, p. 294).  
Most recently, in three studies  (Drake, et al., 2011; Drake & Winner, 2012), 
researchers replicated results that art making improved mood for Northeastern US college 
students (total N=210) using a one-item self report grid and the Positive and Negative 
Affect Scale (PANAS) (Watson, Clark, & Tellegen, 1988).  These researchers further 
claim to have determined that artwork which was distracting (a task to draw a house) was 
more effective in improving mood than artwork that was venting—drawing about the sad 
film clip that had induced the negative mood, via statistical analysis including a three-
way repeated measures ANOVA.  
Further research has demonstrated drawing mandalas with the instruction to focus 
on love and joy helps people experience more positive affect than those directed to draw 
their thoughts and emotions at that moment (Henderson, 2012; Henderson, Rosen, 
Sotirova-Kohli, & Stephenson, 2009).   In a mixed method dissertation conducted by 
Henderson (2012), 359 undergraduate students in the southern US were randomly 
assigned into four experiential groups, including one where participants drew mandalas 
after they were instructed to: “think of an experience where you felt love, complete 
acceptance, amazing grace, gratitude, abiding joy, humility, compassion, kindness, 
happiness, and hope.  As you draw, I want you to really let go and explore your deepest 
emotions and feelings” (Henderson, 2012, p. 68).  Participants completed the PANAS  
(Watson, et al., 1988) and other measures immediately before and after each drawing 
71 
 
 
session and at a 1-month follow-up session (Henderson, 2012).  Statistical data analysis 
included three-way repeated measures ANOVA,  which showed that while sustained 
positive emotion was not apparent at the follow-up, “participants felt higher general 
positive affect and basic positive emotion after each drawing session focusing on love 
and joy” (Henderson, 2012, p. iv). 
In narrative, participatory research to discover meanings people with mental 
illness in England ascribe to artistic activities (N=18), affective responses to participating 
in artistic activities were found through collaborative thematic analysis (Stacey & 
Stickley, 2010). These emotional responses included feelings of confidence, 
achievement, relaxation, calm and freedom, which included freedom of self-expression.  
One participant stated, “what you can’t say in words, you can say in pictures, just like the 
saying, a picture speaks a thousand words” (Stacey & Stickley, 2010, p. 74).    
In a recent survey research study, women textile handcrafters (N =821) described 
how they used art making to regulate moods (Collier, 2011). Statistical analysis which 
included multivariate analysis of several measures and indicators of well-being were used 
and led Collier (2011) to the conclusion that “women who used textile handcrafts to 
change mood reported more success, rejuvenation, and engagement than women who did 
not use textile methods to cope” (p. 104).  This combined body of research into art 
making outside of a therapeutic relationship lends support for the assertion that art 
making helps many people to experience or express various emotions.   
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Meaning-Making in Art Therapy 
 In art therapy in particular, participants have found benefit from creating meaning 
though their artistic experiences (Collie, et al., 2006; Davis, 2010; Hughes & da Silva, 
2011; Huss & Cwikel, 2005; Kapitan, Litell, & Torres, 2011; McCaffrey, et al., 2011; 
Stuckey & Nobel, 2010; Svensk et al., 2009).  The aesthetic act of creating artwork aids 
us in understanding and examining experience, forming meaning (Barone & Eisner, 
2012; Finley, 2008; Grushka, 2005; Knowles & Cole, 2008; McNiff, 1986, 1998).   
Positive psychologists have identified that one of the major components of well-being  
involves meaning, which can give life purpose (Peterson, 2006).  Finding meaning is a 
human need; a way through which we can create stability and coherence in ever-changing 
lives (Baumeister & Vohs, 2010; Remen, 2001). People find meaning in various ways 
such as social contact and intersubjective experience, through making patterns and 
connections from life events, by being deeply involved in creative activities, and by 
belonging to and serving something larger than ourselves (Baumeister & Vohs, 2010; 
Nakamura & Csikszentmihalyi, 2002; C.L. Park, 2010; Seligman, 2011).  Meaning is 
significant not just because of its influence in guiding our lives but because of the effect 
meaning making has on the way we perceive and deal with stressful events (C.L. Park, 
2010). As “emotion is the royal road to personal meaning,” (Burum & Goldfried, 2007, p. 
411) links between emotional expression, creative expression and meaning-making 
abound.  A term which may be useful here is transcognition, which describes an artistic 
process of coming to know meaning, which bridges multiple areas of knowledge, 
influenced by media, languages, situations, and cultural contexts (Sullivan, 2010, p. 133). 
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Art-Making and Flow 
Art-making individuals can experience flow, a positive emotional experience of 
effortless attention and engagement in the task at hand (Csikszentmihalyi, 1996, 1997a; 
Getzels & Csikszentmihalyi, 1976; Lee, 2009; F. Reynolds & Prior, 2006; A Voytilla, 
2006).  Flow is a psychological construct of optimal engagement in life developed by 
Csíkszentmihályi (1991).  Flow has been theoretically and empirically linked to improved 
well-being and happiness (Csikszentmihalyi, 1997b; Seligman, 2002).  There is now a 
substantial and growing body of research on the topic (Ceja & Navarro, 2009; Collins, 
Sarkisian, & Winner, 2009; Csikszentmihalyi & Csikszentmihalyi, 1992; Dietrich, 
2004b; Engeser & Rheinberg, 2008; J. Keller & Bless, 2008; J. Keller, Bless, Blomann, 
& Kleinbohl, 2011; Moneta, 2004; Nakamura & Csikszentmihalyi, 2002).  Other closely 
associated psychological constructs include intrinsic motivation, (Deci & Ryan, 1985) 
peak experiences (A. Maslow, 1971), and altered states (Bruya, 2010).   
Flow involves the focused and yet seemingly effortless application of one's 
signature character strengths into mastering challenges (Csikszentmihalyi, 1991). Other 
characteristics of flow involve intense and focused concentration, a merging of action and 
awareness, a loss of self-awareness and anxiety, a sense of control, a change in the 
phenomenological experience of time—usually, a speeding up of time—and the autotelic 
experience, the sense that the activity is intrinsically rewarding or worthwhile in its own 
right (Nakamura & Csikszentmihalyi, 2002). In sports psychology this has been coined 
being in the zone (Young & Pain, 1999)—the area between anxiety and apathy, in which 
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we are intensely engrossed in an activity and obstacles are challenging but surmountable 
(Nakamura & Csikszentmihalyi, 2002).   
Engagement in tasks can involve flow, in which focused concentration eventually 
results in positive emotion (Csikszentmihalyi, 1997b).  Individuals in flow are often so 
engrossed, they are generally not particularly aware of any particular emotions until the 
activity is almost complete, when positive feelings such as joy or pride may emerge (J. 
Keller & Bless, 2008; J. Keller, et al., 2011), Bless, Blomann, and  Kleinbohl (2011).  A 
recent integrative review of research by Robinson and Tamir (2011) shows that mental 
health and positive emotions are linked to engagement in tasks, such as goal-directed 
activities at work and in play.  The positive emotions involved in task-focusing were 
notable different from negative rumination and psychopathology which was linked to 
self-focusing.  Note that this anxious self-focus is quite different from peaceful 
mindfulness such as is found in meditative activities and flow experiences (Robinson & 
Tamir, 2011).   
 In 2006, art therapist Voytilla completed mixed method reseach studing flow as 
experienced by artists at the Open Studio Project of Evanston, IL.   She found that this 
setting in particular provided an environment that induced flow such as having “rules that 
require the learning of skills, setting up goals, providing feedback, and making control 
possible” (Voytilla, 2006, p. iii after Csikszentmihalyi, 1990).  Using the Flow State 
Scale-2  (Jackson & Marsh, 1996), a self report flow measurement tool, Voytilla (2006) 
found 25 participants of 36 definitely experienced flow during  art making.  Occupational 
therapists Reynolds and Prior (2006) suggested that being in flow while in creative 
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activity can lead to optimal well being due to associated feelings of accomplishment, 
control and autonomy.  In their qualitative study of women artists with cancer (N=10), 
they noted beneficial factors such as lowering feelings of helplessness and increasing 
personal self-confidence. The intense concentration these women experienced in flow 
was found to banish intrusive fears and concerns about cancer—at least, for a period of 
time (Reynolds & Prior, 2006).  A qualitative multi-case study examined flow in art 
making as experienced by immigrant Korean children with adjustment difficulties (N=8)  
(Lee, 2009). Both engagement with the imaginative process and engagement with the 
researcher herself facilitated flow.  Lee (2009) found that flow helped these children to 
escape boredom, loneliness, and anxiety.  This is congruent with initial evidence which 
suggests that flow is not only associated with positive affect (Rogatko, 2009), but arises 
from dynamic changes in positive affect (Baumann & Scheffer, 2010).  Researchers have 
also shown that flow is enhanced in interpersonal settings and suggest that future 
investigators explore causes of flow in social domains (Hsu & Lu, 2004; C. Walker, 
2010).  To date, only two studies have addressed flow in art therapy (Lee, 2009; A. 
Voytilla, 2006) though calls for this research are increasing (Chilton, in press; Chilton & 
Wilkinson, 2009; Kaplan, 2000; Wilkinson & Chilton, 2013).     
Art-Making and Specific Positive Emotions 
  Many specific emotions have been associated with artistic activities.  Scherer’s 
(2005) list of  emotions associated with the aesthetic included “being moved or awed, 
being full of wonder, admiration, bliss, ecstasy, fascination, harmony, rapture, solemnity” 
as a result of appreciating the intrinsic qualities of beauty, nature, or art (p. 706).  The 
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experience of awe involves a perceived vastness, and a need for an accommodation or 
mental shift of one’s current understanding (Keltner & Haidt, 2003).  Appreciation of 
beauty can invoke awe as well as associated positive emotions of reverence, admiration, 
elevation, and the epiphanic experience.   Keltner and Haidt (2003) wrote these emotions 
involve wonder and power, and recalled Edmund Burke’s (1889) early discussion of the 
sublime.  They recommend an empirical study of awe, and note it can be an experience 
that is felt as life changing.  They theorized that an adaptive feature of awe was to 
promote the following of a charismatic leader to increase harmony in social groups, and 
noted that the emotion had moral, spiritual and aesthetic aspects (Keltner & Haidt, 2003).     
 Related positive emotions potentially related to the process of art making are 
curiosity, interest, and inspiration.  Curiosity is an open-minded desire to seek 
knowledge and involves engagement with the environment (Kashdan, Rose, & Fincham, 
2004).  Interest is synonym of curiosity, and involves appraising something as new and 
unfamiliar as well as comprehensible—when things are not comprehensible, confusion 
results (J.Silvia, 2008; Silvia, 2010; Silvia & Kashdan, 2009).  Both aesthetic 
appreciation and search for meaning in life stem from curiosity, state Silvia and Kashdan 
(2009), so the emotion of curiosity may be a pivotal one in art making.  These positive 
emotions—including inspiration, which involves moments of energy and pleasure 
leading to transcendence and increased motivation to enact higher possibilities (Algoe & 
Haidt, 2009; Thrash & Elliot, 2003, 2004; Thrash, Elliot, Maruskin, & Cassidy, 2010)—
can be activated when individuals engage in the process of focusing on an artistic task.   
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Evolution and Aesthetic Experience 
Relevant to this intersubjective art-based study, the aesthetic experience may also 
help us to understand each other, leading to significant adaptive repercussions.  
Csikszentmihalyi  and Robinson (1990) conducted a mixed method study on the aestheic 
experiece, in which they found perception, emotion, congnition and communicative 
aspects central.  In the conclusion they wrote, 
the aesthetic experience develops sensitivity to the being of other persons, to the 
excellence of form, to the style of distant historical periods, to the essence of 
unfamiliar civilizations.  In so doing, it changes and expands the being of the 
viewer.  It is not an exaggeration to say these features of the aesthetic encounter 
have a vital bearing on the survival of the human species.  While reason and 
science help us know and control the environment, they are not particularly well 
suited for helping us to understand ourselves and one another.  Total involvement  
in the aesthetic experience forces viewers to confront their emotions and values 
and provides a taste of the sharing of the essence of other being, other ways of 
life.  If evolution—as distinct from technical progress—is to continue, the 
aesthetic experience will play a central role in it. (Csikszentmihalyi & Robinson, 
1990, pp. 183-184)   
Here these authors link the theory of evolution to artistic experience to argue that the 
aesthetic encounter is an adaptive experience, crucial for increasing empathic, emotional 
connections to others.  This view is congruent with the evolutionary theory of art making 
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and experiencing as a natural and necessary human endeavor, which has evolved globally 
for personal and societal well-being (Davies, 2005; Dissanayake, 1995, 1999, 2000).  
This concludes the literature review, the aim of which has been to situate the 
research problem within the current context of research in the domains of psychology, 
emotion science, positive psychology and art therapy.  This literature review identified 
evolutionary implications and phenomological links between emotional expression and 
aesthetic experience.  Additionally, the research on emotional expression and experience 
in art therapy among adults was surveyed. A framework for the current research project is 
provided from this review of the current state of the literature on emotions, art therapy 
and art making.   
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CHAPTER III: METHOD 
Design: Arts-Based Research 
 The broad aim of this dissertation research was to develop new understandings of 
how positive emotions emerge and are expressed artistically.  The specific purpose of this 
arts-based study was to explore the dynamics of expressing positive emotions, within the 
intersubjective art making process for five co-researcher pairs in the Mid-Atlantic United 
States. The operational definition of the dynamics of expressing positive emotions for this 
research was the actively shifting patterns of growth, change, or development of positive 
(e.g., generally desirable) multi-component, interactive response tendencies within 
intersubjective experience.  The research question is: What are the dynamics of 
expressing positive emotions within the intersubjective art-making process?  Sub-
questions include:  How are positive emotions expressed through art making?  What 
happens emotionally, cognitively, artistically and relationally in the process of expressing 
emotions through art making within an interpersonal relationship?  What meanings can 
co-researchers find in the patterns, images, symbols, metaphors, stories, themes, 
configurations, structures, designs or colors that might emerge from the visual, verbal and 
relational expression of positive emotions?  The objective of the study is to contribute 
new insights into the dynamics of expressing positive emotions, within an intersubjective 
context, thus providing increased insight about the therapeutic action of art therapy.   
The integration of the philosophical tenets of the creative arts therapies and arts-
based research with the worldviews expressed in participatory and heuristic research 
perspectives provides the paradigmatic context for an in-depth exploration of the process 
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of emotional expression through art making. These philosophical and methodological 
constructs are described in more detail below. 
Specific to heuristic research, this study adopts some language from Moustakas’ 
(1990)  descriptions that relate to “exhaustive self-search, dialogues with others, and 
creative depictions of experience” (Douglass & Moustakas, 1985, p. 40).  The goal of the 
adaptation of heuristic language is to guide researchers to consider data in thoughtful and 
emergent ways which are similar to psychotherapy (Moustakas, 1990) and the creative 
process (Csikszentmihalyi, 1996).    
Arts-based research methods are innovative and emerging, and utilize dynamic, 
iterative processes throughout research design, data generation, analysis, and presentation 
of results.  Arts-based research is the systematic use of a range of artistic practices in the 
data collection, data analysis, and/or presentation of research findings for the purpose to 
contributing to a useful, transformative, and socially responsible body of knowledge 
(Finley, 2011; Leavy, 2009; McNiff, 1998).    Arts-based research methods were used to 
explore the phenomenon of expressing positive emotions within the intersubjective art-
making process.  This innovative design capitalizes on the inherent meaning-making 
capacity of creating art to illuminate and articulate the effects of the process of artistic 
creation. 
 Arts-based research is particularly useful in exploring and communicating 
emotional aspects of intersubjective experience (Leavy, 2009; Sullivan, 2010) therefore 
arts-based methods were used to evoke, explore and (re)present the dynamics of shifting 
emotional experience. Furthermore, an ethical, embodied focus on relationships was 
embedded in the axiology of this research project.  Due to participatory axiology of the 
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study and the focus on the in-depth psychological intersubjective experience, the methods 
in this study were situated in a relationally based approach.  Data was collected in a 
caring manner that softened distinctions between the researcher and research participants.  
Specifically, the participants in this research were active meaning makers as arts-based 
co-researchers into intersubjective emotional life.  These pairs involved each of the 
participants and the co-investigator (Gioia Chilton) in collaboration.  Effectively, these 
relationships, whatever their nature, are part of the intersubjective research findings.   
Location 
 The data generation (collection) took place private mutually accessible locations 
such as workplaces, home offices or art therapy studios within a 45-minute drive of the 
greater Washington, DC area, including parts of Northern Virginia, the District of 
Columbia, and Maryland.    
Time Period 
 The time period of the study took place from time of IRB approval, January 29, 
2013 to conclusion of the study on March 7, 2014. 
Participant Type (N=5 co-researcher pairs) 
Participants were adult professional art therapists. Of the group of five art therapy 
professionals, four of whom had a past professional relationship with the researcher 
(N=4), and one of whom had not met the researcher (N=1).  In order to minimize risk and 
to collect optimal quality normative data, participants were limited to graduate students 
who study art therapy or professional art therapists, as this group has been professionally 
trained to create visual art and verbally discuss such artistic expressions.   For the purpose 
of this research, the participants were identified as key informants since they possess an 
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expertise relative to the research topic and were likely to be skilled at communicating and 
exploring in relational dialog the dynamics of expressive positive emotions within an 
intersubjective art-making process.  Four participants who had a prior professional 
relationship with the primary researcher were sought because a former collegial 
relationship is theorized to parallel in some ways an ongoing therapeutic relationship, an 
intersubjective experience central to the study.  One participant who has not personally 
met the researcher was sought to provide potentially disconfirming evidence relative to a 
pre-existing relational component.  
Inclusion Criteria with Justifications 
1. Potential participants must be English-speaking adults (ages 21-65). 
2. Four of the potential participants must have had a past professional relationship with 
the researcher (for example, as colleagues in a local professional association) and be 
defined as follows: 
a. graduate students in art therapy who are currently enrolled in an art therapy  
graduate program at an accredited college or university; or  
b. professional art therapists who have earned a master’s degree in art therapy from 
an accredited college or university.  Participants may have additional professional 
credentials such as licensure, registration or board certification, but additional 
credentials beyond a master’s degree in art therapy are not required. 
3. One potential participant must have not have had a past professional relationship with 
the researcher as follows and  
a. be currently enrolled in an art therapy graduate program at an  
accredited college or university; or  
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b. be a professional art therapist as defined by having earned a master’s degree in art 
therapy from an accredited college or university.  This person may have additional 
professional credentials such as licensure, registration or board certification, but 
additional credentials beyond a master’s degree in art therapy are not required. 
4.  Participants must be currently residing within a 45-minute drive of the Greater 
Washington, DC area, potentially including parts of Northern Virginia, the District of 
Columbia, and Maryland, as the research project requires meeting in person three times at 
a mutually accessible location in an art therapy studio or office.   
Exclusion Criteria with Justifications 
1. Individuals who have a current diagnosis of a severe and incapacitating mental 
illness such as major depression or bipolar disorder will be excluded.  The 
rationale for the exclusion of these mental health conditions is due to the 
normative data collected in this study and the minimization of risk. 
2. Individuals who have severe and incapacitating physical illness will also be 
excluded as this condition may prevent them from participating in art making and 
discussion.   
3. Those unable to make a time commitment to meet at least three times, meetings 
that may possibly take up to 2 hours. 
4. For the four participants who have had a past professional relationship with the 
researcher, those who have or have had the following types of relationships are 
excluded due to potential conflicts of interest: 
a. personal friend (as defined by socializing outside of professional venues for 
purposes other than professional activities), 
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b. current student (as defined by being enrolled in a class of any kind I may be 
teaching during the duration of the research), or  
c. current supervisee (as defined by employing me to provide professional art 
therapy supervision services)  
d. current or past art therapy client 
These groups have been excluded to avoid unethical dual relationships. 
Recruitment 
Recruitment for this study took place after Drexel University IRB approval.  
Purposeful sampling was used to select key informants to provide information rich cases 
to allow for in-depth understanding of the phenomenon, stratified to include confirming 
and disconfirming cases in order to evaluate the effect of having a prior relationship on 
the phenomenon of interest (Patton, 2002).   Additionally, snowball or chain sampling 
was used by asking well-situated people to identify potential key informants (Patton, 
2002).  To initiate the purposeful and snowball sampling, the method of recruitment  
included a direct e-mail, which asked potential co-researchers to volunteer or to forward 
the information to other potential participants.  The method for selection was self-referral 
and self-selection.  In other words, individuals interested in participating in the study 
determined if they met the inclusion criteria by reading the email. 
Recruitment Methods:   
 
Step 1:  Email Contact 
Potential participants were identified as key informants through examining a list 
of local members of the Potomac Art Therapy Association.  The Potomac Art Therapy 
Association is the regional art therapy professional association for the greater 
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Washington, DC area, which includes Northern Virginia, the District of Columbia, and 
Maryland.  Members were selected to receive an email announcement (Appendix A) for 
the study if they were listed within professional or student membership categories of the 
Potomac Art Therapy Association.  
Step 2:  Selection Procedures 
A self-selection process was used for recruitment in this study. Those individuals 
who were interested in volunteering contacted the co-investigator by e-mail and provided 
their phone number.  The co-investigator then called the volunteer and asked questions to 
see if they were aware of and meet the inclusion criteria (see Telephone Script, Appendix 
B).  More specifically, selection took place by asking respondents if they have read the 
email announcement and determined that they have qualified for the study.  If they 
determined that they qualified for the study, they were asked if they were interested in 
learning more about the study and assisted in scheduling a time to review the informed 
consent at a mutual agreeable private location such as an art therapy studio or office.   If 
they answered “no,” that they did not qualify for the study, they would have been 
informed they were not eligible to participate and thanked for their interest.  The first five 
individuals that met the participant inclusion criteria, agreed to participate, and reviewed 
and signed the consent form, were enrolled in the study.  Once five individuals agreed to 
participate in the study, recruitment was concluded. 
 Step 3:  Informed consent 
 The purpose and procedures of the study as part of the informed consent process 
were explained orally to the potential participant as follows: 
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 “You are being asked to participate in a research study.  The research study is 
being conducted as partial fulfillment of Gioia Chilton’s doctoral degree. The purpose of 
this study is to explore the expression of positive emotions through art making.  This can 
occur in art therapy, and this research project aims to help us discover how art therapy 
works.  In this study, you will make art about emotions in the presence of another person, 
the co-investigator, Gioia Chilton.   In order to conduct the research, five co-researcher 
pairs in the Mid-Atlantic United States will be participating.  These pairs will consist of 
Gioia Chilton and 5 volunteer art therapists or art therapy students as co-researchers who 
will use art-as-research methods.  This means that you will act as a co-researcher to 
investigate the expression of positive emotions through your own art creation as well as 
through collaborative art making with Gioia Chilton.   
 This study is different from traditional research.  It is relational and arts-based, 
which means that you and I (Gioia Chilton) will be making artwork together in order to 
study how positive and other emotions emerge within that relationship. The rationale for 
this research is that it will contribute to the understanding of how the art therapy process 
works. To this end, I am asking you to act as a co-researcher to join me as a fellow artist, 
art therapist and active meaning-maker. 
 The focus of this research is positive emotions, those that feel good, such as joy, 
gratitude, serenity, interest, hope, pride, amusement, inspiration, and awe, but the inquiry 
is emergent and open to any experience that may come up—feelings, thoughts, or 
sensations.  
PROCEDURES AND DURATION 
You understand that we will privately meet today and one or two other times at a private  
mutually accessible location, such as a workplace, home office/art therapy studio.  The  
procedure is as follows: 
•Art Interview I (2 hours): During the first meeting, I will bring art materials and 
ask you to make artwork about your current emotions, which we will then discuss.  
Following this meeting, I will make response art about your artwork. 
•Art Interview II (2 hours): During the second meeting, I will  bring my response 
art from the first meeting so you can respond to it, and collaboratively we will 
make further artwork and discuss it together to explore any meaning we find. 
• (Optional) Collaborative Creative Synthesis (2 Hours): After these two 
meetings, I will use our work together to make a representation of all participants’ 
art interviews that I will present during a group meeting, in which you will have 
an opportunity to offer feedback and to shape final research findings. You can opt 
not to attend this meeting in order to preserve your confidentiality.  I will 
incorporate the material generated at this meeting into a final presentation of 
results.   
•Audio/Video Recordings: I will make video and audio recordings of these 
sessions, portions of which may be transcribed as part of the results. You may 
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choose to have this audio/visual material be confidential, and in that case, it will 
only be viewed by the co-investigator, Gioia Chilton, and the Principal 
Investigator, Dr. Nancy Gerber.  The audio/video and other data will be securely 
stored in a locked location in the co-investigator’s office during the course of the 
research, and destroyed at the conclusion of the research.  One de-identified copy 
of the research data which includes audio/video data, transcripts and digital 
photographs of the artwork will remain in a locked secure location at the 
Department of Creative Arts Therapies, Drexel University. 
RISKS AND DISCOMFORTS/CONSTRAINTS 
The following are risks and constraints associated with participating in this study:  
This is a minimal risk study, in that you will not be conducting activities outside your 
routine daily activities.  The activities in this research including engaging in the creation 
of spontaneous art in the presence of others, reflecting upon the meaning of the art, and 
participating in a discussion of the meaning of the art process, are a routine part of 
training and practice in art therapy.  There is a possibility that you may experience 
minimal anxiety associated with expressing emotions though art.  If so, you will be 
offered a break and reminded you may withdraw from the study any time if you so chose. 
With regard to confidentiality, three risks exist.  Arts-based research includes the artistic 
expressions as an integral part of the results in the study and therefore the art produced by 
you during this study will be photographed and/or exhibited in the dissertation and 
subsequent reports, publications or exhibits. So the first risk is that your artwork may be 
recognizable to others in the art therapy community even if you choose to have your 
identity concealed. Additionally, please be aware that the meanings of your artwork and 
of the research in general will be open to interpretations of the professional community, 
which may different from the meanings you have assigned your art. 
The second risk to confidentiality is in the data analysis process of the study, during the 
phase of collaborative creative synthesis.  During this phase, you will be invited to 
participate in a group meeting of all co-researchers following the data generation stage.  
Of course, during this meeting the co-researchers will no longer be anonymous to each 
other even though they will remain anonymous to the public.   
The third risk to confidentiality is the use of video recordings.  This risk will be 
minimized, as you will choose whether to reveal or conceal your identified information 
and likeness in the video to the public.  Specific choices are outlined in the section below 
on confidentiality.   
All research data including a list of co-researchers that will include your name (and 
pseudonym, if desired), address, phone numbers and email, will be securely stored in a 
locked location in the co-investigator’s office during the course of the research, and all 
copies destroyed at the conclusion of the research.  However, one de-identified copy of 
the research data, which includes audio/video data, transcripts and digital photographs of 
the artwork, will remain in a locked secure location at the Department of Creative Arts 
Therapies, Drexel University for auditing purposes. Because of these precautions, the risk 
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that your identity will be compromised without your consent is very minimal but is worth 
acknowledging. 
Additionally, there is a slight but unlikely risk of minor physical injury in using art 
materials such as scissors. Only non-toxic art materials such as pastels, watercolor 
crayons, and paper collage will be used, and safety precautions will be followed for using 
scissors, glue and so forth.  No aerosol sprays, sharp bladed knives or other potentially 
high-risk art materials will be used.   
Disposal of artwork at the end of the research will be predetermined. You have the option 
to have you artwork returned to you at the conclusion of the research study or to have 
your artwork recycled.  You can choose to have me return your physical artwork to you 
at the conclusion of the research study or, if you do not want your artwork returned, I will 
recycle it and dispose of it for you. Artwork jointly created by you and I (Gioia Chilton) 
will be recycled and disposed of at the conclusion of the research study. 
In the unlikely event that you experience psychological stress or distress that prevents 
your continuing in the study, you can withdraw from the study.  In addition, you will be 
asked if you have a psychotherapist to whom you can turn for support.  Telephone 
numbers for crisis intervention services are available: in Northern Virginia, CrisisLink: 
703-527-4077; in DC, Crisis Helpline 1-888-793-4357; and in Maryland, 211.  The 
number for the National Graduate Student Crisis Line, 1-800-472-3457, is also provided 
for graduate students. In the event of an emergency, the research activities will be 
stopped. 
CONFIDENTIALITY AND PRIVACY 
In any publication or presentation of research results, if you so choose, your identity will 
be kept confidential, but there is still a possibility that records which identify you may be 
inspected by authorized individuals such as representatives of the Office for Human 
Research Protection (OHRP), the institutional review board (IRB), or employees 
conducting peer review activities.  You consent to such inspections and to the copying of 
excerpts of your records, if required by any of these representatives.  Additionally, 
confidentiality may need to be broken because of legal reporting requirements if research 
discloses reportable events such as presence of abuse.    
1. Artwork: 
Due to the nature of arts-based research, the artwork is considered a significant part of the 
results of the study. Therefore, the videos and photographs of your final artwork as well 
as your artwork in process may be included in professional presentations, exhibits,  and  
published in professional journals all related to the research study in which you agree to 
participate.  Because of the unique nature of each person’s artwork there are special 
considerations relative to confidentiality. If you so choose, all efforts will be made to de-
identify your artwork, yet due to its unique qualities your artwork may be still 
recognizable to others who know your artistic style even with these efforts. In this study, 
you also have three options: 
a) To have your identity concealed by de-identifying all artwork. 
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b) To have your identity associated with your artwork. In this option, you 
voluntarily give up your right to anonymity, and your name will be associated 
with your artwork in all reproductions of your artwork shown during the course of 
the research to co-researchers and/or later exhibited in the dissertation and any 
subsequent reports, publications or exhibits. 
c) If you initially elect to have your name associated with your artwork, you 
may later decide at any time, until two weeks before the collaborative creative 
synthesis meeting, to become anonymous.   
According to your preference, identified or de-identified photographs of your artwork 
both in process and in completed form may be published in the final dissertation and 
subsequently in articles based upon the dissertation research published in professional 
journals.  
 
2. Collaborative Creative Synthesis Group Meeting: 
If you consent to the study, you may participate in a group meeting of all the co-
researchers.  You have the following choices: 
a) Attend the meeting and therefore no longer be anonymous to other co-
researchers even though you may still remain anonymous to the public at large 
b) Chose to not attend this meeting and preserve confidentiality 
 
3. Videotape Recordings: 
This research project requires video and audio recordings of the art interview sessions, 
portions of which may be transcribed as part of the results.  If you consent to participate 
in this study, you have the following options relative to these recordings: 
 
a) Remain anonymous, in which case all audio/video material that features 
your likeness or could otherwise reveal your identity will not be shown at any 
time to co-researchers or exhibited in the dissertation and any subsequent reports, 
publications or exhibits.  Interviews, transcriptions of interviews, and other 
references to you in memos and reflections will not refer to you by name, but 
rather by a pseudonym that you select. 
b) Waive your right to anonymity, in which case your name, likeness and 
other information that could reveal your identity will remain unconcealed in 
audio/video material shown during the course of the research to co-researchers 
and/or exhibited in the final dissertation and any subsequent reports, publications 
or exhibits. 
c) Waive your rights to anonymity now and decide, at a later time, to become 
anonymous.   
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There is a specific time allotted at the conclusion of Art Interview II to revisit these 
choices.  If you wish to become anonymous, simply inform the co-investigator, Gioia 
Chilton, at email address gc374@drexel.edu and your identifying information will be 
concealed.  You can do so at any time up until two weeks before the collaborative 
creative synthesis meeting (this period will allow Gioia Chilton time to properly de-
identify your data before the meeting)” 
 
Please see Appendix C for the complete official Informed Consent Form. 
 The following questions were asked to check for understanding of the purpose, 
procedures, risks and benefits of participating in the study: What is your understanding of 
the features of this study? Can you state in your own words the measures taken to ensure 
your right to confidentiality and privacy in this study? Can you state in your own words 
the risks and benefits of the study? Is there anything you would like to ask?   
Step 4: Signing of the Informed Consent 
The potential participant was asked to review the written informed consent 
document and then repeat in his/her own words the purpose, procedure, risks, benefits, 
participant rights and confidentiality measures.  He/she was also asked if he/she had any 
additional questions.  Potential participants were then asked if they wish to participate in 
the study.  If they expressed interest in participating, he/she was asked to identify their 
preferred level of anonymity and sign two consent forms.  One was given to the 
participant for their records and the other was stored in a locked secure cabinet in the 
offices of the Department of Creative Arts Therapies at Drexel University. 
Investigational Methods and Procedures 
Data Generation (Data Collection) and Analysis Overview 
 
 In arts-based research, data is not so much collected or gathered as generated 
(Baldacchino, 2009).  Art making generated by the co-researchers is not necessarily 
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limited to visual art, as poems, dances, songs or other art forms were also welcomed.  
However, the purpose of all art making in the data generation processes of this research 
project was to explore the expression of positive emotions, and to explore the dynamics 
of that expression within an intersubjective context.  Each of the co-researchers was 
asked to explore positive emotions through art creation and subsequent discussion.  
Afterward, I created response art to the co-researchers’ art.  This artistic response was 
created with the goal of creating meaning, exploring process, or amplifying empathy, a 
process developed by art therapists (Fish, 2007; Kapitan, 2010; Lachman-Chapin, 1987; 
B. L. Moon, 1999).  In this case, my response art was employed to further explicate the 
dynamics of expressing positive emotions demonstrated by the co-researcher. 
 During this first phase of the study, co-researchers met with me to establish 
informed consent and conduct Art Interview I.  Then, response art making on my part 
was discussed during Art Interview II, where joint artwork was created by the co-
researchers.  Additionally, I create memos iteratively.  In the data analysis phase, I used 
concept mapping and creative dialogue to contextualize and critique aesthetic insights.  I 
then constructed a new art form such as a mixed-media project, reader's theater script, 
poetry or visual art that formed an initial creative synthesis of findings.  The form of the 
findings involved refinement or amplification of the emergent patterns in the data and 
structural corroboration of artistic evidence. These initial findings were presented to co-
researchers for member checking and investigator triangulation during a meeting termed 
the collaborative creative synthesis.  These research findings were then reviewed by a 
separate group of peers to critique and refine the usefulness of the aesthetic presentation 
of results. 
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Data Generating Instruments 
Art Materials  
 Non-toxic art materials provided  included drawing, cardstock and watercolor 
paper, in various sizes from  9x12 to 12x18, oil pastels, chalk pastels, water-soluble 
crayons, permanent markers in various colors, watercolor and alcohol inks in spray 
bottles, liquid watercolors, fine point color markers, artist’s pens, writing pads, color 
pencils, collage materials, glitter in various colors, glue, paint brushes, and paints in 
rainbow and metallic shades (See Appendix G).  This somewhat extensive selection of 
materials was provided to co-researchers because the legitimacy of arts-based research in 
part rests on some level of aesthetic accomplishment (Barone & Eisner, 2012; Hervey, 
2004). Thus, a variety of art materials were provided to the co-researchers which they 
used to depict a nuanced range of imagery, potentially expressive of emotions.   
Additionally, metallic and glitter media might have induced positive responses as well as 
helped artists to depict a wider range of emotional states.   
Audio-Video Procedures 
 Digital Audio Memoing  
 The recording of audio memos was done using the app Audionote to record my 
voice as I completed the Reflexive Audio-Memo Protocol (Table 2),  using a iPad and 
external hard drive which was password protected and locked when not in use.  The 
purpose of the recording is for reflexive purposes only.  These memos were audio 
recorded to help preserve memory of the real-time emotional experience for later analysis 
and integration into artistic form.  
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 Digital Videotaping  
 The visual recording of the non-verbal process of the intersubjective art-making 
interview is as critical to art therapy and arts based research, as is the recording of verbal 
interviews in more traditional qualitative research methods. In this study, video was used 
to record the audiovisual elements of the intersubjective art interview processes. 
However, the use of audio visual technologies is not used to attempt to observe or capture 
‘reality,’ as this assumes that reality is static, exclusively visual and can be recorded 
(Pink, 2007).  Instead, reflection upon audio, visual, and artistic material was employed 
to allow new forms of knowing to emerge; such as when, for example, thoughts and 
memories were generated by gazing at video graphic imagery.  These materials were for 
use as “as vessels in which to invest meanings and through which to produce and 
represent…knowledge, self-identities, experience and emotions” (Pink, 2007, p. 82). 
 The recording of video material was done by using a password protected iPad 
and external hard drive which was password protected and locked.  The purpose of the 
recording was to capture the process of intersubjective art making during the interview, 
for immediate reflective purposes after the actual interviews and for reflective purposes at 
a later time during data analysis.  Selected segments that exemplified patterns of 
intersubjective interaction may be transcribed for use in creative synthesis, but the audio-
visual materials were not intended for other systematic analysis.   
Data Generation 
There were ten phases of this research study, including informed consent, data 
generation, reflection and analysis.  The phases in bold type below are those in which the 
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co-researchers met together. The non-bolded phases are those that were conducted by the 
co-investigator for purposes of iterative data generation, reflection and analysis. 
1. Informed Consent (with co-researchers, 30 minutes) 
2. Data Generation I-Art Interview I (with co-researchers, 2 hours) 
3. Data Generation II-Responsive art-making, Memoing and Reflection 
4. Data Generation III-Art Interview II (with co-researchers, 2 hours) 
5. Data Generation IV- Memoing and Reflection 
6. Data Analysis I: Data entry and organization using a Matrix 
7. Data Analysis II:  Initial Creative Synthesis  
8. Data Analysis III- Collaborative Creative Synthesis (with co-researchers, 
2 Hours) 
9. Data Analysis IV:  Peer Review/Critique 
10. Data Analysis V: Final Synthesis 
 Co-researchers were each asked to meet with me privately two times and as a  
group for one additional meeting.  Multiple meetings were selected because the 
intersubjective relational inquiry involves developing a relationship, which may parallel 
those in actual art therapy experiences.  A series of meetings was needed to explore if 
patterns emerged or emotional expression changed over time.  First, informed consent 
forms were reviewed and signed, immediately after which Art Interview #1 was 
conducted according to the protocol outlined below.  Subsequently, I created reflective 
audio memos and response art, also outlined below.  Then, in Art Interview #2, a 
meaning-making process took place through discussion and further joint art making. 
Reflexive audio memoing also followed Art Interview #2. The third meeting was 
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optional, a joint meeting with other co-researchers, scheduled at the conclusion of all 
individual interviews.  The individual interviews took place concurrently over six weeks.   
 The interviews took place in a neutral, private location appropriate for art making 
such as a professional art therapy studio, other art studio, or private home.  The location 
was accessible to all parties, had a table and chairs, and had access to a source of water 
such as a sink to facilitate art making processes. 
 
Data Generation Sequence 
 
Art Interview I  
I asked the co-researchers to participate in a purposeful art interview to take place 
within 2 hours.  The operational definition of the art interview was a private meeting in 
which the co-researcher pair will make and discuss artwork, following the research 
objectives and protocol, while also allowing for impromptu questions and discussion. 
This procedure was for the purpose of generating artistic and descriptive data about the 
research phenomenon under investigation—the process of expressing positive emotions 
within an intersubjective context.  Thus, the protocol was open ended, including some 
pre-determined as well as probative and responsive questions which emerged at the time 
and were unknown prior to the interview.  The interview protocol is outlined in Table 1 
and in the Interview Guide in Appendix C. 
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Table 1 
 
 
 Art Interview I Protocol 
 
Activity Objective 
Start videotaping 
Orient co-researchers to the art materials  
Creating Artwork #1: 
“Please make an artwork about how you are 
feeling at this time” 
 
To  record process 
To inform and orient co-researchers to the task 
To express emotions through art making 
To warm-up to the creative process 
To reduce possible anxiety of being part of a 
“research” project 
“What can you tell me about this artwork?” 
“Do you feel you have expressed any 
emotions?” 
(if so) “ What are they?” 
“Would you call any of these, positive 
emotions?” 
(if so) “What was the process like?” 
“Did you notice anything about the 
process?” 
To discover what the co-researcher can verbalize 
about the art 
To subjectivity determine if the co-researcher 
expressed emotions through art making 
To prompt discussion about “positive” emotions 
 To subjectively determine if positive emotions 
were expressed 
To investigate the dynamics of positive emotional 
expression through art making 
 
Creating Artwork #2: 
“Can you make another artwork, to further 
express (specific identified positive 
emotion)? 
*if no positive emotion was identified, ask 
co-researchers to “make another artwork 
which shows what it would look like, if you 
felt better” 
To thoroughly explore authentic expression of 
positive emotion 
 
 
To stay focused on research topic of positive 
emotions 
Discussing Artwork #2: 
“What can you tell me about this artwork?” 
““Do you feel you have expressed any 
positive emotions?” 
“What do we see?” 
“What was it like to make this?”  
(follow up) “Did you notice anything in 
particular about the process?” 
“How was it to be here with me today?” 
“Let me share with you how it was for me 
to be here today” 
 
Stop Videotaping 
 
To ask an open-ended prompt to access thoughts 
or feelings about artwork 
To subjectivity determine if the co-researcher 
expressed positive emotions through art making 
To identify through collaborative discussion the 
patterns, images, symbols, metaphors, stories, 
themes, configurations, structures, designs or 
colors of the art. 
To explore the process or dynamics in art creation 
To explore the intersubjective relationship  
To share back to somewhat equalize power 
dynamics 
To deepen trust 
To act in accordance with caring values 
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After one hour, a 10-minute intermission was planned, in which snacks will be offered to 
not overtire researchers.  After the intermission, the conclusion of the discussion of the 
art making and process took place and the session was be completed within two hours, by 
thanking the co-researcher for their time. 
Reflexive Practices 
Immediately after each interview, I audio recorded a reflective research memo 
using reflective questions originally listed by Patton (2002), and adapted for this purpose 
and outlined in Table 2.  The rationale for having an audio recording instead of a written 
memo is to aid in recording of felt experience and emotional nuance.   
 
Table 2 
 Reflexive Audio-Memo Protocol 
Reflexive  Practice Objective 
Reflexive  Audio-Memo:   
An audio-recorded note about the art interview 
which addresses the following questions:   
• What did I notice?  
• How do I feel?  
• What do I know? 
• How do I know what I know? 
• What shapes and has shaped my 
perspective?  
• With what voice do I share my 
perspective?  
• What do I hope? 
• How am I inspired? 
To capture immediate real-time behavioral, 
emotional or aesthetic observations of the 
intersubjective patterns in the art interview 
process  
To explicate the emotional life and perspective 
of the researcher 
To trace dynamics and process 
To examine issues of gender, culture class, age, 
social status, education, family, political praxis, 
language and values 
To examine my role 
To explicitly reveal bias, subjectivity and 
presuppositions 
To allow for the artistic self within the 
reflexivity process 
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Within 5 days, I reviewed the video, artwork, and reflective memo created during and 
after Art Interview 1 for reflective purposes, and created response art.  The process and 
objectives of the response art practice are detailed in Table 3. 
 
Table 3 
 Response Art Protocol 
Reflexive  Practice Objective 
Response art:  
 
Create artwork which inquires into the 
dynamics of intersubjective artistic emotional 
expression as experienced in Art Interview #1 
 
 
 
 
 
 
To aesthetically explore the dynamics of 
expressing positive emotions as demonstrated 
by the artwork and interaction that takes place 
in Art Interview #1 
 
 To encounter  knowledge that is created 
though previous art-making practices and 
transform it into new artwork in order to 
further understanding (Kapitan, 2010) 
 
 
  
3. Art Interview II  
 This meeting also took two hours or less, to which I brought art supplies and the 
response art created about the co-researcher’s first art interview.  We discussed our 
mutual responses to my artistic response to their artwork.  Afterwards, further discussion 
and joint art making session took place, to further explicate the meaning of the artwork 
relative to the research phenomenon under investigation.  Finally, further creative 
exploration and discussion occurred, as outlined in the Art Interview II Protocol (Table 
4). 
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Table 4  
 
Art Interview II Protocol 
 
Activity Objectives 
Start videotaping 
Viewing artwork: 
Both the artworks from the previous session 
and my artistic response art  are  arranged so 
co-researches can see  all of them at once  
 
To contemplate research data  
 
To allow for non-verbal insight 
 
To seek a holistic perspective  (Leavy, 2009) 
Discussing artwork: 
“What comes to mind as you view our work?” 
 
“Can we take a look at our artwork and see if 
we can find any patterns or themes?” 
To parallel “sharing” or “processing” activities  
often used in art therapy  
To form a research alliance akin to a 
therapeutic alliance 
To locate patterns or themes which could be 
part of subjective or intersubjective dynamics 
“Do you have any thoughts, ideas, or feelings 
about the dynamics of expressing positive 
emotions, after going through this process 
together?” 
To contextualize knowledge received from art 
therapy education and practice (Kapitan, 2010) 
To directly ask the research question  
“What comes to mind as we view our artworks 
together? 
To verbalize  insight 
To seek a holistic perspective (Leavy, 2009) 
To develop intersubjective agreement or 
member check (Kvale, 2003) 
Creating joint Artwork: 
“In response to this process of reviewing our 
artwork, will you join me in making artwork to 
reflect on the work we have done, to maybe 
help make sense of it a bit more? “ 
 
To perform as arts-based co-researchers  
To share the process of art making in order to 
explicate interpersonal dynamics 
To reduce anxiety by not asking for the 
“correct” answer  
To acknowledge shifting and indeterminate 
truths in art  
To encounter knowledge that is created though 
previous art-making practices and transform it 
into new artwork in order to further 
understanding (Kapitan, 2010) 
 
To  provide a termination ritual for the research 
experience to mirror the art therapy experience  
Viewing artwork: 
 
Arrange this fourth artwork with others  so 
researches can see  all of them at once (if 
possible) 
 
To contemplate research data non-verbally 
To allow time for insight 
To seek a holistic perspective (Leavy, 2009) 
To view the whole and the parts simultaneously 
to synthesize knowledge (Weber, 2008) 
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Table 4 (continued) 
 
 
 
 
As during the first interview, a 10-minute intermission was planned after the first hour, in 
which snacks will be offered.  After the intermission, the conclusion of the discussion of 
the art making and process occurred and the session was concluded within two hours, by 
thanking the co-researcher for their time.  Afterward, another reflexive audio memo was 
completed.  With the completion of all meetings with the five co-researchers, the data 
generation stage of the research was concluded (Figure 2).   
 
 
Activity Objectives 
Discussion of  joint art piece process: 
“What was it like to make this together?” 
 
“Is there anything else I need to know about 
our work together?” 
 
“Are there any last comments you want to 
conclude with?” 
 
To allow for an open exchange of ideas 
 
To seek understanding of emotional expression 
in  co-art making 
 
To provide closure 
 
Appreciations and Next steps:  
• review limits of confidentiality 
• review rights to revoke consent 
• Put session # and name or pseudonym 
on back of artwork 
• inform co-researcher about the 
scheduling of the collaborative creative 
synthesis meeting, if participating 
• Express thanks 
• Stop videotaping 
To confirm consent retrospectively 
To remind co-researchers about the 
collaborative creative synthesis and when they 
can expect final research results 
To express appreciation for participation in the 
project and help to conclude interview process 
Reflexive Audio Memo:   
A memo of my impressions of the art interview 
completed as soon as possible after the art 
interview following the reflexive memo 
protocol   
To capture immediate real-time behavioral, 
emotional or aesthetic observations  
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Figure 2:  Data Generation Activities 
 
Data Analysis  
 Philosophically, in art-based research interpretation remains open to multiple 
points of view as the meaning of art can shift and emerge over time, and the research 
findings are artistic products.  In this research plan, the following persons were involved 
in data analysis processes.  Co-investigator Gioia Chilton created, managed, and 
orchestrated the activities of data analysis as detailed in Table 5 below.  The co-
researcher participants generated meaning throughout data generation (during individual 
Art Interviews I and II) as well as by potentially providing analysis, feedback and 
member-checking the content during the collaborative creative synthesis meeting.  A 
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separate group of peer reviewers provided feedback related to the overall credibility of 
the research.  Finally, research consumers who may view the final product in the 
dissemination phase (by attending presentations or reading the written dissertation or 
journal articles) will form their own interpretations of the research import. 
 After the data generation phase, I (Gioia Chilton) conducted the following art-
based analysis process to construct, condense and distill findings.    
Table 5 
 Art-based Analysis Process 
Arts-Based Analysis Process Objective 
a. view all videos and make reflexive 
audio-notes following the reflexive 
audio-memo protocol, Table 2, 
iteratively as needed. 
  
 
See Table 2 
 
b. contemplate artwork  
  
To allow time for imagery to “speak” 
through aesthetic power 
c. listen back to the reflexive audio 
memos, and iteratively record more if 
needed 
  
To develop and examine reflexive 
insights 
To identify concerns 
To identify patterns 
d. imput data into Data Analysis 
Matrix (Appendix E) 
To organize data  
To identify potential horizontal and 
vertical conclusions 
e. create a mixed media concept map 
using collage techniques which 
integrates data 
 
To form a map of the data 
To visually locate and link patterns, 
images, symbols, metaphors, stories, 
themes, configurations, structures, 
designs or colors  
To identify dialectic tensions and/or 
interconnections 
To view data holistically 
f. enact a creative dialogue (McNiff, 
1992) with the concept map  
to interview, contextualize and critique 
aesthetic insights 
See Table 6 
g. engage in a planed period of rest and 
reflection  
To allow emergent thoughts and 
inspirations time to coalesce 
h.  conduct Creative Synthesis, Steps 
1-3 
See pg. 101-103 
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 The specific art-based strategy to analyze the concept map is outlined below:   
Table 6 
Creative Dialogue Data Analysis Strategy 
Data Analysis Strategy Objective 
Enact a creative dialogue (McNiff, 1992) 
with the concept map: 
 
Ask myself,  
 
  If this artwork could talk, what might it 
say? 
“Artwork, what patterns or links are 
apparent cross-cases?”   
What does not fit? 
“What difference did having a prior 
relationship with some of the co-
researchers have, if any?” 
“Artwork, what can you tell me about 
how all of the co-researcher’s art 
expressed emotions? 
“Artwork, what assumptions am I 
carrying?” 
“Artwork, how can I be more mindful of 
biases?” 
“What am I forgetting or missing?” 
 
 
To use creative dialogue (McNiff, 
1992) to explore the dialectic between 
researcher and art (Kapitan, 2010) 
To identify “alternative themes, 
divergent patterns, and rival 
explanations” (Patton, 2002, p. 553). 
To reflect on and identify 
assumptions and attempt to explicitly 
set aside bias 
To quiet presuppositions, as in epoche 
To suspend or bracket premature 
judgments 
To play with interviewing the concept 
map art directly to access unconscious 
knowledge 
To use imagination to unlock new 
insights 
To contextualize and critique the 
products of artistic inquiry 
 
 
  
Conversion of meaning from the meta-verbal, imaginal, aesthetic forms into verbal and 
textual discourse requires complex translational processes (Gerber, et al., 2012; Manders 
& Chilton, 2013).  This process of explication may mesh or overlap with the creative 
synthesis stage below, as meaning may be constructed in iterative, cyclical, and fluid 
processes.   
 Prior to the next stage of the research, I attempted to refrain from constant 
conscious focus on the research topic and planned deliberate rest.   I pursued purposeful 
self-care by arranging time to deeply experience nature, listen to music, or other simple 
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relaxation activities.  During this period of quiet contemplation, I attempted to increase 
both physical exercise and periods of sleep.   
Creative Synthesis 
Step 1: Initial Creative Synthesis 
 In the final stage of the inquiry, a creative synthesis was formulated through three 
steps.   First, I produced initial research findings through the construction of a new art 
form.  The exact art making practice was emergent as the nature of the data shaped the 
form of the findings, but involved refinement or amplification of emergent patterns and 
structural corroboration of artistic evidence in the concept map.  Products included 
poetry, visual art and a short video.  The goal was to synthesize research findings 
“through a realization of what lies most undeniably at the heart of all that has been 
discovered” (Douglass & Moustakas, 1985, p. 52).  This initial creative synthesis 
encapsulated the previous arts-based data analysis via coherent framing and aesthetic 
presentation of the results. 
Step 2: Collaborative Creative Synthesis  
The initial creative synthesis was presented to the co-researchers as a group as 
part of a member-checking process.  I sought responses and feedback from the co-
researchers during this meeting to finalize the findings. After viewing a short presentation 
of my initial creative synthesis of findings, the co-researchers were asked to briefly 
respond in writing to capture their emotional, embodied, and even spiritual 
understandings, through a group poem, collective art making, or other creative responses, 
including developing new questions.  Subsequent discussion among the group was 
directed to focus upon confirming any common emotional, cognitive, artistic and 
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relational experiences, and noticing any differences in emotional, cognitive, artistic and 
relational experiences.  Additionally, the collaborative group reflected on any patterns, 
images, symbols, metaphors, stories, themes, configurations, structures, designs or colors 
that made an aesthetic impact or provoked new ideas.  I then incorporated this artistic and 
verbal feedback into the research findings.  
Step 3: Peer Critique 
 An arts-based peer critique or peer review provided increased trustworthiness by 
identifying areas for debate, disagreement and consensus (Sullivan, 2010, Kapitan, 2010).  
For this reason, peers commented on a presentation of the findings by participating in a 
discussion and completing a feedback form. The goal of this feedback was to augment 
the co-researcher’s viewpoint with additional external input.  The arts-based peer critique 
involved volunteer art therapy students and professionals located in a different city than 
the co-researchers, in order to reduce the likelihood of the co-researchers being 
recognized from their art productions, and material was de-identified as specified in the 
consent by the co-researchers.  Artwork, poetry, and the initial edited video and themes 
were presented to the peer reviewers.  They then completed feedback forms (see 
Appendix F and Appendix I), and contributed to a recorded discussion.  Peers discussed 
their thoughts on the most important patterns, images, symbols, and metaphors, if they 
felt moved, and they thought the findings were useful for their practice. This type of peer 
review critique is part of the authentication process in arts-based research akin to 
credibility and authenticity measures used in quantitative research. Peers were asked for 
feedback relative to issues such as the study’s usefulness and aesthetic power because 
these are key elements in judging successful arts-based research, as will be discussed 
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below.  Lastly, the results of this feedback were summarized and incorporated into the 
findings.  
Methodological Features that Promote Credibility 
In arts-based research, like qualitative research in general, establishing legitimacy 
requires a philosophical belief in the value of qualitative inquiry, as well as rigorous 
methods and the professional credibility of the researcher (Patton, 2002).  Unique to arts-
based research is the additional criteria of artistic and evocative power (Barone & Eisner, 
2012; Leavy, 2009; Patton, 2002).  This aesthetic power is constructed through the 
incisiveness, concision, and coherence of the art form (Barone & Eisner, 2012).  This 
involves “paying attention to the craft of the artistic practices used with usefulness in 
mind and creating evocative, provocative, illuminating and sensory representations of 
findings” (Leavy, 2011, p. 121).  To be considered credible, arts-based research must 
carry through aesthetic power an interpretive vitality, which provokes, stimulates, or 
connects with its audience, providing evocation and illumination (Barone & Eisner, 
2012).  Validity is also in part provided through public critique (Kapitan, 2010), feedback 
which makes it apparent if the audience or research consumer is deeply moved.  In a 
sense, the confirmability of arts-based research is—or is not—present though aesthetic 
knowing, which may include emotional, embodied, and spiritual understandings quite 
different from traditional means of validity.  Therefore, the dissemination of the creative 
synthesis is an important methodological aspect of its potential credibility. 
In order for the audience to experience the research as “feeling ‘true’” (Patton, 
2002), the story must ring true, through referential adequacy, a sense of validity that is, 
like a work of art, “fundamentally unmeasurable” (Barone & Eisner, 2012, p. 163).  
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Legitimacy thus rests on the capacity of the art and reflexive dialogue to evoke a deep 
sense of authenticity (Finlay, 2002; Hervey, 2004).  Sometimes termed face validity 
(Patton, 2002), this sense of authenticity is apparent through reflexive consciousness and 
the artful presentation of distinct and expressive voice.  
Authenticity is strengthened by explicit reflexivity and transparency in the art 
products.  Imagery enhances transparency, as “hearing or seeing or feeling the details of a 
lived experience, its textures and shapes, helps make the representation trustworthy or 
believable” (Weber, 2008, p. 45).  Embedding art activities and reflexive audio memos 
throughout the research process makes transparent the subjective and intersubjective 
process. 
The criterion of structural corroboration, the preponderance of many pieces of 
evidence into one coherent whole, is also relevant for arts-based research (Barone & 
Eisner, 2012).  Structural corroboration triangulates data sources such as comparing 
observation with verbal interviews and with art evidence, checking for patterns  in artistic 
expression over time, comparing the different co-researchers’ experiences of emotional 
expression, and in intersubjective agreement of findings among co-researchers.  
Additionally, the creative synthesis process acts as a form of triangulation.  In this study 
design, triangulation within data sources is used “to capture and report multiple 
perspectives rather than to seek a singular truth” (Patton, 2002, p. 546).  Participants in 
this study acted as both key informants and analysts, and thus provided investigator 
triangulation.  This participatory and collaborative approach among the co-researchers 
and peers increases trustworthiness of the findings to result in improved credibility and 
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overall quality.  Member checking is built into the participatory nature of the data 
generation and data analysis through the collaborative creative synthesis process.   
A final criteria in the judgment of arts-based research is that of usefulness 
(Hervey, 2000; Leavy, 2009; McNiff, 2011).  Hervey (2000) stated that this kind of 
research succeeds “when I understand it and when it is useful to me” (p.117).  Useful for 
what, and for whom, is often the question.  Diverse audiences may view the usefulness of 
traditional and arts-based forms of research very differently.  Yet the power of art to 
communicate has a utility hard to deny (Leavy, 2009).   Bradbury and Reason (2008) 
promote broadening the concept of validly to include the quality of relational, 
participatory methods that have practical outcomes and use extended ways of knowing 
such as the arts, leading towards significant new and enduring change.  This study aims 
for practical outcomes that include artistically discovering the dynamics–patterns of 
growth, change, or development in human experience—of the expression of positive 
emotions within the intersubjective art making process.  While this seems very useful to 
my practice as an art therapist, artist and art therapy researcher, its usefulness may 
depend on the point of view of the research consumer.  This is in keeping with 
postmodern approaches, which encourage multiple interpretations, as Brown (2008) 
utilized in her artistic inquiry.  One goal of the peer review is to identify ways to improve 
usefulness.    
As reviewed above, rigorous and innovative though unconventional methods are 
present in this study.  However, claims of absolute truth are not sought and indeed are 
suspect in an arts-based, shifting and aporetic epistemology.  What is sought, however, is 
the utility of generating “seldom asked questions,” to “invite members of an audience 
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into the experiencing aspects of a world that may have been otherwise outside their range 
of sight and to thereby cause them to question usual, commonplace, orthodox 
perspectives on social phenomena” (Barone & Eisner, 2012, p. 56).  The audience in this 
case is the co-researchers, the peer reviewers, and ‘you’, as a consumer of the 
disseminated research. 
If successful, this dissertation will not be generalizable in the quantifiable 
scientific sense.  However, it will have canonical generalization (Kapitan, 2010), 
providing a sensory distillation of experience that performs a heuristic function beyond 
the single case, with significant implications for health researchers and others in the 
social sciences. Table 7 depicts how these numerous methodological features might work 
together to support rigor in the current study. 
   
Table 7 
 Methodological Features Promoting Credibility  
CRITERIA Data 
Generation  
(Art Interviews) 
Reflexive 
Memos  
Concept 
map & 
Creative 
Dialogue  
Collaborative  
Creative 
Synthesis  
Peer 
Critique 
 
Final 
Product 
Aesthetic 
quality 
X  X X X X 
Authenticity X X X X X X 
Reflexivity X X X X X X 
Transparency X X X X X X 
Investigator 
Triangulation 
X  X X X X 
Structural 
Corroboration 
X X X X X X 
Utility  X X X X X X 
 
 
 
110 
 
110 
 
Dissemination 
 Visual methodologies are particularly appropriate for effective and powerful 
dissemination (Lapum, Ruttonsha, Church, Yau, & Matthews, 2011; Leavy, 2011).  
Preliminary presentation of these findings took place through the display of the initial 
creative synthesis, which included some form of visual art, poetry, narrative, sculpture, 
reader’s theaters script, or other emergent artistic form(s).  Final research findings 
incorporated feedback from both from co-researchers and those involved in the peer 
critique and will be disseminated though this written dissertation, as well as presentations 
at national conferences and publication in peer-reviewed journals.   
Risks and Benefits 
Risks 
 
This is a minimal risk study, in that participants did not conduct activities outside 
their routine daily activities.  The activities in this research including engaging in the 
creation of spontaneous art in the presence of others, reflecting upon the meaning of the 
art, and participating in a discussion of the meaning of the art process, are a routine part 
of training and practice in art therapy.  As expected in the initial assessment of risk, the 
participants in this study experienced minimal anxiety associated with expressing 
emotions though art, which dissipated during the process of data collection.     
With regard to confidentiality, three risks existed. Participants were fully 
informed of these risks and were offered several choices during the informed consent as 
to the management of these risks. Arts-based research includes the artistic expressions as 
an integral part of the results in the study and therefore the art produced during this study 
was photographed and/or exhibited in the dissertation and subsequent reports, 
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publications or exhibits. So the first risk was that due to the personal artistic style of each 
participant, their artwork may be recognizable to others in the art therapy community 
even with efforts to de-identify the data (Rumbold, Fenner, & Brophy-Dixon, 2012).    
The second risk to confidentiality was in the data analysis process of the study, 
during the phase of collaborative creative synthesis.  During this phase, co-researchers 
were invited to participate in a group meeting of all co-researchers following the data 
generation stage.  Of course, during this meeting the co-researchers were no longer 
anonymous to each other even though they could remain anonymous to the public.   
The third risk to confidentiality was the use of video recordings.  This risk was 
minimized, as co-researchers chose whether to reveal or conceal their identifying 
information and likeness in the video to the public.   
Additionally, there was a slight but unlikely risk of minor physical injury in using 
art materials such as scissors.  No such physical injuries occurred during the interviews.  
Special precautions. 
 Relative to psychological risks, particular attention was paid to addressing 
complexities of emotional experience.  A construct in the research is an “ethics of 
emotion” which emphasizes caring relational exchanges and recognized that while 
emotions may be evoked in qualitative interviewing, this experience is of value and does 
not necessarily indicate psychological harm (McIntosh & Morse, 2009, p. 81). In the 
unlikely event that co-researchers experienced psychological stress or distress that 
prevented their continuing in the study, they would have been offered breaks and 
reminded they can withdraw from the study.  In addition, they would have been asked if 
they have a therapist to whom they can turn for support.  Telephone numbers for local 
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crisis intervention services were provided in the consent form. In the event of an 
emergency, the research activities would have been stopped.   
Special precautions related to confidentially were present in this study. 
Participants were given choices pertaining to the level of confidentiality they wished to 
maintain relative to concealing identity in artistic productions, attendance at the group 
meeting of co-researchers, and in concealing identity in videotape as detailed in the 
Informed Consent (Appendix C).  All research data including a list of co-researchers that 
included their name (and pseudonym, if desired), address, phone numbers and email, 
were securely stored in a locked location in the co-investigator’s office during the course 
of the research, and all copies were destroyed at the conclusion of the research.  
However, one de-identified copy of the research data, which includes audio/video data, 
transcripts and digital photographs of the artwork, remains in a locked secure location at 
the Department of Creative Arts Therapies, Drexel University.  Because of these 
precautions, the risk that co-researchers’ identity will be compromised without their 
consent is very minimal but is worth acknowledging. 
Only non-toxic art materials such as pastels, watercolor crayons, and paper 
collage were used, and safety precautions were followed for using scissors, glue and so 
forth.  No aerosol sprays, sharp bladed knives or other potentially high-risk art materials 
were used with co-researchers.   
Benefits 
 
There were no direct benefits predicted from participating in this study.  
Participants did  report some immediate psychological benefits of art making and self-
expression.  It is unknown if these psychological benefits lasted longer than the art 
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interviews.  Benefits to society included the potential for increased understanding of the 
dynamics of emotions and how they are expressed through the art therapy process. 
Although these phenomena are understood as an inherent part of the art therapy process, 
they have not been systematically studied.   
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Operational Definitions  
 
 
Aesthetic quality: The essential nature or characteristics of the beautiful and/or 
thought provoking.  
Art interview:  A private meeting in which the co-researcher pair will make and 
discuss artwork, following the research objectives and protocol, allowing for impromptu 
questions and discussion. 
Art-making process: The creative use of art materials in the construction of 
conceptual or physical products that are perceived to be of some aesthetic value.  
 Arts-based research: The systematic use of visual, performing and/or literary 
artistic practices in the data collection, data analysis, and/or presentation of research 
findings to contribute to a useful, socially responsible body of knowledge.  
  Canonical generalization:  A form of generalization that results from a 
sensory distillation of experience and performs a heuristic function, which allows for 
insights beyond the single case while preserving the unique qualities of the specific 
(Kapitan, 2010). 
  Co-researchers: The term “co-researcher” is used instead of “research subject” to 
refer to the volunteers who agree to participate in this project because through their 
artistic, verbal and intersubjective actions, they are creators of knowledge and thus should 
be acknowledged as such according to the post-modern, participatory axiology that 
guides the study (Lather, 2007; Patton, 2002). 
 Dynamics: Actively shifting and indeterminate conscious or unconscious patterns 
of growth, change, or development in human experience.  
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 Arts-based emergent theoretical model: a visual presentation of concepts rooted in 
the data that construct a representation of the dynamics of expressing positive emotions 
within an intersubjective relationship that were found in this study.  
 Emotional expression: A dynamic subjective experience of conscious or 
unconscious multi-component, embodied interactive response tendencies as made visible 
to oneself or another by various facial muscle movements, vocalizations, gestures, and 
actions which include art. 
Empathic resonance: Emotional knowledge of the imagined experience of 
another through an induction process of corresponding tacit felt sense, using emotional 
simulation, perspective-taking, and emotion-regulation to increase interpersonal 
perception. 
Holistic emotional life: refers to the essential interconnectedness of human 
emotional experience as involving both positive, pleasant emotions and negative, 
unpleasant emotions, as well as mixed or ambivalent emotions. 
Interpretive vitality: Aesthetic power constructed through the incisiveness, 
concision, and coherence of the artistic form to provoke, stimulate, or connect with the 
audience, providing evocation and illumination (Barone & Eisner, 2012).   
Intersubjectivity:  A relational matrix of consciousness located between 
individuals though which various interpretations of reality including emotional 
experience emerge after joint endeavors or common experiences. 
Intersubjective Reflexivity:  An explicit exploration of the “co-constituted nature 
of the research looking at both inward meanings and outward into the realm of shared 
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meanings, interaction and discourse” (Finlay, 2002, p. 218) which are relevant to the 
research question. 
Key Informants: Individuals who possess a particular expertise relative to the 
research topic. 
Member-checking: To gather feedback from key informants about preliminary 
findings in order to increase the trustworthiness of results (Patton, 2002). 
Positive emotions:  Generally desirable adaptive experiences of typically brief 
multiple-component response tendencies that subjectively feel good, and both signal and 
produce optimal functioning, e.g., joy, gratitude, serenity, interest, hope, pride, 
amusement, inspiration, awe. 
Referential adequacy:  A criteria for arts-based research, in which the story feels 
or rings true to the viewer, similar to face validity (Barone & Eisner, 2012) 
Relational: Involving human relationships.  
Relationships:  Social-emotional connections between two or more individuals. 
 Reflexivity: An explicit first-person consciousness about one’s own perspective 
involving a meta-analysis of one’s role in the construction of research knowledge that 
includes attention to power dynamics and furthers useful progress toward exploring the 
research question. 
 Reflective memo: A written or audio-recorded note to capture immediate real-time 
observational, emotional or aesthetic impressions of the art interview process.  
 Response art: A work of art that aims to explore the artwork and interaction that 
takes place in the art interview, with specific focus on explicating the dynamics of 
expressing positive emotion.  
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 Structural corroboration:  The preponderance of many pieces of evidence, which 
are triangulated into a coherent whole (Barone & Eisner, 2012). 
 Symbol: an idea or object (particularly, visual images) that represent, stand in for, 
or connotes multiple other intuitive or mythic ideas which may be condensed or 
unconscious (Langer, 1956, Hinz, 2009). 
 Theory:  an organized presentation of ideas and concepts that construct 
representations of the realties and ideas that matter to the researcher to allow for 
description and interpretation of data (Kapitan, 2010, Rolling, 2013). 
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CHAPTER IV: MAJOR FINDINGS. 
 This chapter presents the major findings of the study. These findings are 
presented in a hybrid format that includes a dynamic dialogue between arts-based and 
text-based data.  The arts-based data include the co-researcher generated art and my 
response art, as well as poetry, painting, video, and illustrated stories.  These artistic data 
interface with and illuminate the linear, lingual data in the form of interviews, memoing 
and coded analysis.  The result is the emergence and construction of themes that use both 
the art and the language of words to construct a depth of meaning.   
 The worldview and thus the formats for the analysis, conceptualization and 
reporting of more traditional research results and those of arts-based research differ.  
Thus to satisfy both in a dissertation, a dialogic dialectic approach is being used in this 
chapter to present these multiple realities and forms of knowledge in both text-based and 
arts-based formats. Given the ontological and epistemological dissonance between 
linguistics and arts-based data or the arts and the sciences, researchers and readers must 
often be willing to both tolerate ambiguity and embrace unknowing in arts-based research 
studies, while at the same time negotiating “institutional constraints” involving structure 
and form (Knowles & Promislow, 2008, p. 521).  In the case of this dissertation, the 
traditional rules regarding the presentation of results were followed, while 
acknowledging that “art-based dissertations do not look like traditional dissertations” 
(Atkins, 2012, p. 63).  After careful consideration of these factors, a hybrid approach 
involving the dialectic between the arts-based and text-based data was utilized.   
 This tension was apparent in the presentation of the data, which includes both 
linear lingual and spatial aesthetic forms.  Themes are used to organize, cluster and 
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categorize data in a linear fashion. The lingual interview data abides by the rules of 
linearity, temporality, and sequencing.  The arts-based data, however, does not always 
follow the same rules as language since it is more spatial, nonlinear, nontemporal and 
organic.  Therefore, the arts based data was not always collected at the same time as the 
lingual data even though these data are clustered under and contribute to the meaning of a 
particular theme.  As the artistic data consists of a different kind of knowledge than that 
which can be verbalized in language, it resists symmetry when juxtaposed with written 
form. 
Relative to these ontological and epistemological phenomena, organic metaphors 
in the post-modern literature reflect this challenge, such as the Deleuze/Guattari (1987) 
concept of the rhizome, that envisions truth not in a vertical tree-like structure but instead 
maps knowledge like a horizontal root that produces linked offshoots, and in arts-based 
research does this meandering through art “marked by excesses  and rapture” 
(Jagodzinski & Wallin, 2013, p. 194).  Another telling metaphor moves beyond the idea 
of triangulation in research, to develop the concept of multiple prisms of knowledge.  In  
crystallization, truth is conceptualized as a crystalline form that refracts meaning like 
shafts of light depending upon one’s shifting and constructed point of view (Richardson 
& St Pierre, 2008).  The findings in this study then may be understood as rhizomatic or 
crystalline, or otherwise intermeshing, flowing together and apart, moving and curving in 
irregular, asymmetrical, multiple and partial truths, differently contoured each time they 
are viewed, resistant to rigidity and order.  These dialectical dynamical meanings are 
offered in multiple art forms to broaden the epistemological and disciplinary space 
(Chilton & Leavy, in press). While readers may find absorbing the varied forms of visual 
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art, poetry, video, stories and themes challenging, I recommend tolerating these 
polyphonous elements which will unfold into an integrated whole over time. 
 Given the expansiveness, diversity, and emergent nature of the data and findings, 
revisiting the research question at this point will anchor this presentation of the results. 
The research question in this study asked, what are the dynamics of expressing positive 
emotions within the intersubjective art-making process?  How are positive emotions 
expressed through art making?  What happens emotionally, cognitively, artistically and 
relationally in the process of expressing emotions through art making within an 
interpersonal relationship?  What meanings can co-researchers find in the patterns, 
images, symbols, metaphors, stories, themes, configurations, structures, designs or colors 
that may emerge from the visual, verbal and relational expression of positive emotions? 
The research questions have been formulated to address a multifaceted problem involving 
a gap in knowledge about the multiple dynamic intersubjective experiences involved in 
the process of emotional expression through art making, which is key to therapeutic 
action in art therapy.  The study, based upon the interactive principles of positive 
psychology and art therapy as described in the literature review, focused specifically on 
how positive emotions are constructed and performed through expression; and how 
meaning is developed about these phenomena through art therapy processes because the 
broadening effects of positive emotions can help us widen perceptions and build social 
resources, leading to increased personal and social wellbeing (Fredrickson, 2004; 
Seligman, 2011).  Positive emotions are defined in this study as desirable adaptive 
experiences of brief multiple-component response tendencies that subjectively feel good, 
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and both signal and produce optimal functioning, such as joy, gratitude, serenity, interest, 
hope, pride, amusement, inspiration, and awe (Fredrickson, 2009). 
 In this chapter, I first describe the participants who were co-researchers in the 
study.  Then I present the data analysis processes used to generate findings.  Next, I show 
a visual presentation of concepts—rooted in the data—that construct a representation of 
the dynamics of expressing positive emotions within an intersubjective relationship, 
found in this study.  Major thematic findings are then listed, described, and brought to life 
by artistic forms.  These artistic products both elucidate and destabilize the themes, and 
aim to invite the reader to use artistic ways of knowing in the creation of new knowledge.   
In viewing the artistic data collected from co-researchers, the reader should be 
aware that the interpretations of the artistic productions are delimited to those that the co-
researchers have already assigned to their own artworks.  Any additional interpretation is 
outside the scope of the study, because the research question only asked what meanings 
the co-researchers can find in the patterns, images, symbols, metaphors, stories, themes, 
configurations, structures, designs or colors that may emerge from the visual, verbal and 
relational expression of positive emotions.  Readers are free to make their own 
interpretations and will find complete versions of the stories in the appendix and a video 
on a compact disc.  I close the chapter by summarizing and presenting a final synthesis of 
the meaning of the findings relative to the research questions.   
Participants 
 Following approval by the Drexel University Social and Behavioral Institutional 
Review Board (IRB) recruitment for this study occurred over a period of five weeks from 
February 6th, 2013 to March 15th, 2013. Three individuals responded to the initial 
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recruitment e-mail sent to student and professional members of the Potomac Art Therapy 
Association, two of which completed procedures to enroll in the study.   Snowball (aka 
chain) sampling resulted in contacting five additional individuals by email who met the 
inclusion criteria. Enrollment was on a first come, first serve basis.  Consequently, of the 
eight individuals who responded to the recruitment announcements and snowball 
sampling, the first five volunteers who met the inclusion criteria, participated in the 
informed consent, and agreed to participate were enrolled in the study.  Of the three 
individuals who were not enrolled, one did not complete the enrollment procedures, and 
two volunteered after the recruitment was closed.  These two individuals were asked if 
they would like to be placed on a waiting list.  These individuals  were told that they 
would be contacted only in the event of a participant withdrawing from the study, and as 
no one withdrew, they were not contacted, and their contact information was deleted at 
the conclusion of the data collection phase. 
 These recruitment procedures were successful, with the study filling within six 
weeks, an acceptable amount of time for this project.  The procedures were appropriate 
for the number and type of participants needed for the study.  
Description of the Participants and Recruitment  
Participants included five English-speaking adults who were all professional art 
therapists.  This group was identified as key informants for this study for two reasons:  1) 
they were professionally trained to create visual art and verbally discuss such artistic 
expressions and likely skilled at communicating and exploring interpersonal dynamics; 
and 2) the nature of this training minimized the risk to the participant/co-researchers.   
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The inclusion criteria for the study was designed so that four of the five 
participant co-researchers would have a prior professional relationship with the primary 
researcher.  The rationale for this was because a former collegial relationship was 
theorized to parallel in some ways an ongoing therapeutic relationship, which was central 
to the topic under investigation.  The inclusion criteria for the one participant, who had 
not personally met the researcher, was designed to provide potentially disconfirming 
evidence relative to this pre-existing relational component.  Due to potential conflicts of 
interest, personal friends, current students, current supervisees, and past or present art 
therapy clients were excluded from the study.   
 Five participants were recruited for the research study as per the IRB approved 
protocol.  All participants lived in a large urban area in the Mid-Atlantic, US, were 
professional art therapists, and appeared to be white women within an age range of 25-65.  
No additional demographic data was collected for this study. Participants were given a 
choice to use a pseudonym or their actual name.  All chose to use actual first names, and 
some chose to use their last initial as well. 
In chronological order, the following individuals were enrolled in the study.  The 
first person enrolled in the study was Monica D.  She responded to the e-mailed 
announcement the day it was sent, February 6, 2013.  Monica D. is a professional art 
therapist.  The second person enrolled was Tracy, who also responded to the e-mail 
announcement the day it was sent.  Tracy is an accomplished professional art therapist.  
Another person contacted me February 10, 2013 but cancelled the consent meeting due to 
ill health and did not respond to a follow-up e-mail.  By the time contact was 
reestablished, recruitment was filled, and this person was not enrolled in the study.   
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 On February 12, 2013, having received the “call for volunteers e-mail” via 
forwarding from a member of the Potomac Art Therapy Association, Amanda B. replied 
and was enrolled on March 5, 2013.  She is a professional art therapist.  She told me that 
she used e-mail to forward the call for volunteers announcement to her collogues who 
met the inclusion criteria. Gretchen K., a professional art therapist, was one of the people 
to whom Amanda forwarded the email.  She replied and was enrolled February 22, 2013.  
As I had not previously met Gretchen K., she filled the inclusion criterion of not having 
had a prior relationship with me as per the inclusion criteria.   Finally, Elizabeth, a 
professional art therapist, enrolled March 15, 2013 as the fifth and final participant. She 
received the “call for volunteers email” from a member of the Potomac Art Therapy 
Association.   
 Two other persons who did not have a prior relationship with me contacted me via 
email, but as I had already filled the ‘no prior relationship’ slot, they were asked for and 
gave their permission to be put on a waiting list.  They were informed that they would 
only be contacted if one of the  enrolled participants  withdrew from the study, Since no 
participants withdrew or were withdrawn from the study this list went unused.  In order to 
protect confidentiality the list was securely stored during the study and destroyed at the 
conclusion of the study. 
Presentation of the Data 
 The methods of data generation and collection were described in detail in Chapter 
3.  Readers will recall that there were ten phases of this research study.  The method of 
data generation involved an initial two hour Art Interview, followed by reflexive 
memoing, reflection and responsive art-making by the researcher and a subsequent 
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second Art Interview with co-researchers, followed by memoing and reflection by the 
researcher.   
Data Analysis 
The phases of Data Analysis were conducted as described in the Methods 
Chapter.   
1. Phase I:  Phase I involved data entry including verbatim transcription of 
the audiovisual art interviews and verbatim transcription of audio data 
from the reflexive memos.  The art interview transcripts included verbatim 
utterances, use of punctuation and still screen shots of the video to 
illustrate various facial and bodily muscle movements, vocalizations, 
gestures, and actions which included art making.  The visual interview 
data added both correspondence and elaboration to the verbal interview 
data. These data were condensed, entered and organized in a topical 
matrix, which included still images of the artwork produced (see Table 12, 
Appendix   K).   
Following the transcription and entry of the textual and visual data in the 
matrix the initial assessment of large amounts of data further necessitated 
additional methods of data management and analysis.  Therefore, the 
qualitative data analysis software MAX-QDA-10 was employed as a way 
of handling, coding and categorizing the textual and visual data.   
2. Phase II: Subsequent to the transcription, coding, and categorization of 
the textual and visual data in MAX-QDA-10, a next phase, termed Data 
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Analysis II, or the Initial Creative Synthesis, was conducted as follows:  1) 
editing a rough cut of an eleven-minute video, 2) painting a canvas, 3) 
creating a concept map, 4) writing stories and poems, and 5) identifying 
themes.  Please see more detailed explanations of qualitative thematic 
coding and arts based data analysis procedures below. 
3. Phase III: Data Analysis III took place in  the Collaborative Creative 
Synthesis meeting with co-researchers (see Appendix H) and Data 
Analysis IV involved the Peer Review/Critique (see Appendix I).  To 
complete the data analysis, the results of the Collaborative Creative 
Synthesis and the Peer Review/Critique were then incorporated into a 
Final Synthesis.  This involved producing a final cut of the video, editing 
poetry, revising themes, writing the stories, and developing an arts-based 
emergent theoretical model.   
Qualitative and Arts-Based Data Analysis Methods 
 The data analysis processes involved two strategies: 1) traditional use of 
qualitative data analysis practices such as construction of a matrix of key findings and the 
use of MAXQDA-10 software for coding for themes and 2) arts-based research data 
analysis methods.   
Qualitative Data Analysis 
The qualitative data analysis coding for themes involved the use of qualitative 
data analysis software to extensively code: 
1. Interview Data: the transcriptions of the 10 audio and video interviews,  
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2. Reflexive Memos: the transcriptions of over 20 reflexive audio memos 
(most over 3,000 words), and 
3. Imagery: 31 digital images of photographs of 22 original pieces of 
artwork.   
The result of the MAX-QDA qualitative data analysis methods resulted in the 
identification of 330 separate codes and 1489 different instances of coded text or 
imagery.  Types of codes included structural codes that labeled different interview 
segments, in vivo codes of direct quotations, emotion codes labeling feelings, and process 
codes of observable activity (Saldana, 2013).  During coding, I wrote data analysis 
memos to identify emergent patterns and concepts, leading to clustering of codes into 
themes.  I also used MAX-QDA to export specific coded material that was then 
transformed into poetry and stories.  An overall summary of data can be found in the 
matrix located in Appendix K that served to condense and encapsulate the data. 
Arts-Based Data Analysis 
   In arts-based research, demarcations between collection, analysis, and findings 
are not as clear as in traditional forms of research.  Additionally, describing the fluid and 
dynamic visual, sensory, relational, spiritual and emotional data in a linear textual form 
holds special challenges.   I used the following strategies for arts-based data analysis to 
integrate the art and verbal forms of knowing, while allowing space for movement 
between data collection, analysis and artistic findings.   
 The forms of arts-based data included: 
1. Artwork generated by the co-researchers in the initial interview 
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2. Responsive artwork generated by the researcher  
3. Joint artwork generated by the researcher and co-researchers in the second 
interview 
4. Initial creative synthesis art produced by the primary researcher: painting on 
canvas, a concept map, poetry and a video which collected and synthesized 
data and produced emergent integrated results 
5. Final creative synthesis art produced by the primary researcher and 
informed by participant feedback: final versions of video, poetry, and stories 
The arts-based research analytic practices included generation of:  
• Meandering book style artistic concept map  
• 40x30 acrylic painting  
• Process video of one pair of co-researchers 
• 12 poems  
• Dream recall 
• Illustrated narrative vignettes 
• 1 dramatic script, a work-in-progress   
• 5 PowerPoint presentations of art imagery 
These products were then revised to incorporate feedback from the Collaborative 
Creative Synthesis meeting and the Peer Review/Critique meeting.  Not all of these 
artistic products were used in the final results, but the process and content of these artistic 
responses and reflections contributed to the emergence, critical analysis, synthesis, and 
comprehensive extraction of the data to its essence.   
An example of how these data contributed to the emergence, critical analysis, 
synthesis and extraction of the data was the making of Power Points, which provided a 
way to manage, review and contemplate the artistic imagery created by the co-
researchers. A Power Point was used to present initial findings during the Peer Review, 
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but this product was not considered a final research outcome. Additionally, some poetry 
and the script was not deemed aesthetically effective in communicating core emotions or 
themes, and therefore revised, adapted or discarded.  So the artistic responses were either 
facilitative in enhancing expression and meaning which was re-symbolized into 
subsequent, more effective art productions, or were revised to become the final art 
productions. Through a creative process, informed by my personal understanding of the 
data as an artist and researcher, artistic products were edited to provide coherence and to 
focus on what I found to be the most significant findings. 
Major Findings 
 The overall research question inquires, what are the dynamics of expressing 
positive emotions within the intersubjective art-making process? In this study, dynamics 
are defined as actively shifting and indeterminate conscious or unconscious patterns of 
growth, change, or development, which took place within the time period of the study.  
The research question was also framed another way, by asking, what happened 
emotionally, cognitively, artistically and relationally in the process of expressing 
emotions through art making within an interpersonal relationship?  The process co-
researchers engaged in was designed to simulate an art therapy session in order to address 
the need for more knowledge about the therapeutic action of artistic emotional expression 
in the intersubjective art therapy context.  
Thematic Textual and Arts-Based Definitions and Descriptions 
 The following themes were identified as a result of the synthesis and analysis of 
multiple and interactive sources of textual and artistic data.   The themes worked 
dynamically to express emotional life: 1. Co-researchers made emotions visible through 
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artistic symbols and metaphors of nature imagery; 2. Relational trust led to expression of 
holistic emotional life; 3. Response art served as an embodiment of empathy; 4. Joint 
artwork involved negotiations of aesthetic decisions to reimagine associated symbolic 
and metaphorical meanings.   Iteratively, the response art and joint artwork processes also 
used nature imagery symbols and metaphors to make visible these realities in the context 
of a relationship.  In this section, each theme is defined and presented with evidence from 
interview transcripts, artistic data such as visual art, stories and poetry, in order to 
describe and illustrate the meaning of the major emergent findings and the relevance to 
the research question. The themes will first be defined, then described and amplified 
using multiple forms of data. A primary source of data was the artwork created by the co-
researchers.  To wit, Table 8 presents the overall artistic response to the research question 
by aggregating all the visual art created during the course of the study by participant and 
category.   
  
131 
 
131 
 
Table 8 
Co-Researchers’ Art Over Time 
  Tracy  Monica D. Amanda B. 
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 Theme 1. Co-researchers made emotions visible through artistic symbols and 
metaphors of nature imagery. 
 What follows is a presentation of definitions and evidence about how artistic 
symbols and metaphors made the invisible, visible through nature imagery.  A key 
dynamic was that the co-researchers expressed subjective experience through artistic 
form.   The first picture asked the co-researchers to “make an artwork about how you are 
feeling at this time” to express emotions through art making. As co-researchers, we found 
that during this process we communicated and generated feelings via artistic symbol and 
metaphor.  Feelings or emotions, the complex definition of which is provided in the 
literature review, involve conscious or unconscious higher order cognitive processes such 
as memories and images. Cognitive processes such as memories and images lead to 
appraisals, which prompt iterative surges of subjective experience, affecting physical 
facial expression, bodily sensations, and mental processing and impacting new appraisals.  
These short-lived, transitory, brightly felt yet defuse ephemeral emotions and sensations, 
imbedded in an intersubjective context, alter the ways we think, behave, and see 
ourselves and the world around us (Rimé, 2009, Burgdorf & Panksepp, 2006, 
Fredrickson, 2004, Scherer, 2005, Stolorow, 2005).   
In this study, the operational definition of emotional expression was a dynamic 
subjective experience of emotions as made observable or visible by various facial 
movements, vocalizations, gestures, and actions that include art.  The creation of art 
forms then acted as springboards to prompt further emergent linked and layered concepts 
and associations to the artistic process and final product.    
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 The co-researchers chose nature imagery to symbolically link emotions to artistic 
content.  Nature imagery is defined as visual and symbolic representations of organic 
living wildlife, depicted by co-researchers in their artwork during this study, such as 
birds, butterflies, eggs in bird’s nests, flowers, trees and branches, landscapes, seascapes, 
skies, atmospheres, mandalas, earth and sun.  These symbolic representations emerged in 
the relational matrix, after explicit exploration of interpretations of the personal and 
shared meanings (see Theme #2).  This collaborative discussion resulted in the 
identification of socially constructed meanings for the images, symbols, metaphors, 
stories, themes, configurations, structures, designs or colors within the art, which became 
representative of the intersubjective emotional experience.  Meanings were constructed 
linking emotions with artistic content; images of wildlife/nature imagery such as 
butterflies, bird’s nests and flowers.  Notable in this theme was that five researchers with 
similar backgrounds independently of each other chose to use nature imagery in their 
artwork to represent emotions.   
 Through discussion, intersubjective interpretations were determined through 
which nature imagery became associated with certain named emotions or qualities.  For 
example, Tracy reported she associated surprise, wonder, revelation and gratitude with 
her memory of finding the butterfly meadow, while Monica said she connected awe, love, 
and peace, with her memory of being at the cliffs of Capri, Italy. Gretchen K. stated she 
connected emotions surrounding contentment at home with the hidden image of a bird’s 
nest she made, and linked feeling barren with an image of bare tree branches.  In my 
response art, I elaborated on the bare branch symbol to include a leaf falling from the 
branch, which I associated with Gretchen K.’s statement about feeling barren.  Elizabeth 
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associated wishing and elevation with her drawing of a bluebird, and warmth with the sun 
image she created.  Amanda B. spoke of associating the emotions surrounding wholeness, 
and happy anxiety, to the form she made which she said could be a globe, world, or cell, 
and the emotions care and nurturing, to the collage she constructed of a nest with eggs.  
These brief examples show how nature imagery was assigned significance. In the 
following passages interview excerpts and artistic data will be used to further describe 
specific processes involving this finding. 
 Interview transcript excerpts providing evidence.  
 When I asked co-researchers if they felt they had expressed any emotions through 
making art, they gave the following responses that indicated variations on themes of 
emotions, symbolic and metaphoric expressions of conscious and unconscious 
phenomena, and making the invisible visible.  When I asked Gretchen K., “Do you feel 
like you’ve, expressed any emotions?” she indicated the art making process helped her to 
both clarify and uncover her emotions: “definitely…It’s clarified things, I do feel content 
at home, and even though, it’s behind there [gestures to area on artwork wherein she had 
constructed a small red paper flap which covered an image of a bird’ nest], it’s there! 
…and the image, kind of, shows me that it’s there” (see Table 8).   According to 
Gretchen K., the bird’s nest symbolized the emotions she identified as contentment with 
her home life.  Making the image helped her to gain “a little more insight into the 
emotions that I do have... and so now it’s a little more organized as to, what is what.”  
Thus the construction of the physical artistic object and the metaphorical meaning of  the 
nest behind the red door made visible to both her and I what had been hidden, the interior 
subjective emotion, which could then be discussed and elaborated upon through further 
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intersubjective co-viewing conversations and art making processes.  Gretchen also used 
nature imagery to represent different kinds of emotions, such as linking the image of tree 
branches with the feeling of being barren: “Partly, the nest is.. contentment, and the other 
is, home, in that, right now, that’s where I’m content, is like, my home life . . .but as far 
as my professional life and some, creativity and things like that, I have a lot of, well, 
there’s a lot of chaos in my daily life and I think the trees are kind of, where like, 
creativity-wise, I feel barren.”   
 Monica D. described  an emotionally powerful memory that she had of being in a 
particularly beautiful physical location: “I’ve been thinking more recently about awe, and 
in that paper I was writing for a class, I wrote about one of the experiences I had when I 
was living abroad in Italy, and we were  on the beach in Capri, and there were these huge 
cliffs, and it was just, a spiritual and serene sense of peacefulness, which is kind of where 
I took the paper and also the art, the awe of being in this unbelievable beautiful place.”   
Later she described using nature symbols to indicate nurturance in her second art piece: 
“I just wanted to give it nurturance and sustenance with the green plants and the twigs 
and I just wanted to fill the space with life-giving things.”   
 As she drew about her emotions, which she identified as “awe and love” and “a 
spiritual and serene sense of peacefulness,” Monica D. indicated that she felt them as 
well, which she did not necessarily expect to happen.  After Monica D. had completed 
artmaking in the first interview session, I asked her, “So, do you feel like you expressed 
any positive emotions?”  She responded, “I do, I really feel like I was tapping into them 
..and experiencing them as I was doing them.” She made the emotions visible through 
symbolization in artistic form when she made a collage of a nest in a landscape and 
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folded the paper into a triptych shape so that one could “feel like you could put yourself 
in there, and kind of feel it on all sides, like an embrace.” Again, this construction of the 
physical art object concretized the metaphorical meaning and made visible emotional 
experience, to feel like “an embrace.” 
 Tracy also identified specific emotions she said that she expressed through 
artmaking.  She stated her artwork represented a vision that was to her a “touchstone” to 
reconnect with a special memory of a time she took a nature walk and discovered a 
meadow filled with butterflies: “I carry that around, as a moment, you know, of surprise, 
and wonder, and I was just really grateful that I noticed the butterflies!”   
 Elizabeth replied to the question, “do you feel like you’ve, expressed any 
emotions?” remarking that she expressed emotions through making art, and identified a 
specific action in the artmaking which helped her to shift emotional states:  “Yes, I did 
[express emotions], and I think it was definitely emotions that were going through stages 
as I made it, because starting off with that feeling of sadness and isolation, loneliness, 
missing someone.…as I put in the more elements and I started filling it in, and in 
particular, putting a person in that space, I went with it and I started to feel happy.” As 
Elizabeth expressed emotions through artmaking, she experienced a transition of her 
emotional state over the course of the artistic process.   
 Elizabeth used the specific nature metaphor of a bird to represent a wish: “the bird 
being the wish, and that upward motion, of like lifting, going up.  That’s why I thought 
the bird was a good metaphor for a wish, because it’s up.  It goes up, it elevates.”  
Elizabeth also used a symbol of a sun and described her artistic process of using a plate to 
make a circle shape on round paper: “the circle within a circle just to me, instantly 
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became a sun. The face of a sun…it felt very good, especially because the sun came so 
instantly, (snaps fingers) and, even just that is a very positive thing for me, sunshine, and 
warmth, especially right now when we’re coming to the end of the winter.”    In this 
quote Elizabeth describes how she associated the sum image she drew with the goodness 
of warmth and sunshine. 
 Amanda B. described how she expressed and generated new emotions through art 
making.  She explained her artistic process:  “Yes, .. these ribbony lines, …often appears 
as sort of, an, an anxiety, but it’s often more knotted, and so today, and I think in terms of 
how this piece today might reflect my feelings of today, it’s nice to feel that maybe there 
is still anxiety in that, there’s still unknowns and shifting and moving, but it doesn’t have 
that sense of  tension or being pulled that I’ve sometimes seen in my artwork in the past, 
so it’s kind of like ‘happy anxiety’ maybe!”  Amanda B. thus indicated she had in the 
past identified emotions associated with “ribbony lines” in her artwork, but found new 
meaning in the art forms created during the session (see poem titled, Happy Anxiety, 
below).  Amanda recalled her associations to two natural organic forms, a globe and a 
cell, while describing her artistic process: “I was kind of envisioning like a world, like a 
wholeness, like a globe, so that’s where the blues and the greens came in, and it’s weird 
cause as I look at it I have a lot of associations with it, cause I look at it big like the 
world, but small, like a cell.”   
Tracy’s artwork and story of following butterflies in the woods was about a 
powerful experience in a wilderness setting (see poetic inquiry, I Followed the 
Butterflies, below) and used another nature-based metaphor to describe the experience, 
when she said it was like having a “mountaintop experience, like a revelation.”  When 
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Tracy was asked, in the second interview, how the cut paper collage of a nest she had 
made expressed positive emotions, she responded by noting the many artistic elements 
representing holding. “The nest image is about holding, and the branches are holding the 
nest, and the nest is holding the eggs, and the circle is holding the whole thing.”  
According to Tracy, repeated similar art elements symbolically represented a holding 
function of the art, which made visible yet contained the shifting emotional experience 
within artistic symbolic form. Put another way, the nest image served as a holder for 
intersubjectively-constructed meaning about dynamic emotional life. 
These nature images from the external physical and collective mythic world 
metaphorically reflected experiences of interiority.  Multiple and interactive condensed, 
connected metaphors and symbols represented memories, intuitions, sensory, pre-
emotional  and emotional experiences within the intersubjective space through 
expressions of emotional and concepts such as wonder, awe, nurturance, revelation, 
contentment, home, barren, love, elevation, wishing, sunshine, and warmth to symbols of 
butterflies, eggs-in-bird’s nests, birds, flowers, trees/branches, landscapes, sky-scapes, 
celestial orbs, globes or mandalas.  
 Artistic data excerpts providing evidence.  
 Artistic evidence for this theme includes the following: 1) 10 images of 
representational nature imagery, presented in Table 9; 2) three illustrated stories 
(Appendix J); 3) a concept map (Figures 4 and 5); 4) a poem titled, Happy Anxiety, 5) a 
poem titled, An Ekphrastic List.   
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Table 9  
Representational Nature Imagery, Interview 1 
 
 
 
 The Stories. 
 The short stories I wrote are inquiry texts, which aim to contribute to the results 
by invoking empathy and resonance in the reader.  The stories are written in everyday 
language about the research experience and create pathways into the “hard-to-get-at 
dimensions of social life,” to employ empathy and resonance as ways of knowing (Leavy, 
2012, p. 517).  As empathy and resonance were major themes in the research, it is apt the 
stories act as tools for creating greater understanding and consciousness in the 
Prompt Co-Researchers 
Tracy Monica  D. Gretchen K. Amanda B. Elizabeth 
Picture 1,  
how you are 
feeling at this 
time 
Butterfly on flower in 
Mandala
 
Girl at Cliffs of 
Capri, seascape 
with sky 
 
Nest near flowering 
branch (detail)
 
Abstract mandala, 
“ribbony” lines and 
flowers
 
Landscape with girl, butterflies, 
bird, wonderful world quote
 
Picture 2, 
explore the 
positive 
emotion, if any 
Beach at dusk/Yeats 
quote 
 
Bird and nest 
(detail) 
 
Bird on flowering 
branch
 
Nest with eggs, 
flowers, butterflies
 
Mandala sun with heart
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investigation of the central phenomenon of the study—the expression of positive 
emotions in a relational art therapy context—and ultimately in the synthesis of the 
research findings.   
 My intent in writing the stories was to avoid binary thinking about fact versus 
fiction, as I want to invite the reader to experience a “delicious dialectic tension between 
actuality and imagination” (Barone, 2008, p. 109; McNiff, 1998).  I present the art and 
photographs imbedded in the vignettes without a full analysis of the visual social 
semiotics (Harrison, 2003) as this is outside the scope of the study.  The use of 
photographs are meant to illuminate emotional nuances, and provide additional “images 
as vessels in which to invest meanings” (Pink, 2007, p. 82), not be seen as realist 
portrayals.  Still, the interaction of text and image in the vignettes will ‘story’ the lived 
moments to communicate further emergent meanings that are flexible and open to new 
interpretation of personal and intersubjective truths. As these vignettes are meant to be 
engaging stories, small details were altered for effect, to merge the imaginary and “extra-
textual reality” (Iser, 1993, p. 3).  The three stories are found in Appendix J, and, if 
effective, provide though empathic resonance, emotional knowledge of the experience of 
another (Franklin, 2010; Vanaerschot, 1997), illustrations of how co-researchers 
expressed subjective experience and emotions through nature imagery.  
 The concept map/meandering book.     
 Further evidence emerged from a mixed media concept map I created, which 
visually located, linked and integrated patterns, images, symbols, metaphors, stories, and 
themes holistically (Figure 3).  My artistic inspiration arose from the coded theme in the 
data that  
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Figure 3. Concept Map/Meandering Book, exterior and interior 
 
referenced aspects of emotional life that were hidden or surprising as well as precious and  
of value, like a treasure.   
 My idea was to use the metaphor of a treasure map, which is a map that identifies 
the hard-to find location of a physical treasure or a valuable secret or place. The treasure 
map or concept map emerged relative to notable emotional experiences and emergent  
data that I encountered and documented during the data generation sessions with co-
researchers (see stories in Appendix J and attached video, The Art of Positive Emotions).  
I used mixed media such as collage, drawing and watercolor to create a map that used 
geographical metaphors to organize, represent and link knowledge.  I drew mountains of 
“happy anxiety” next to “more mountain of just anxiety,” above the “foundational 
support from not leaving out the ugly colors” adjacent to a “marchland of materials.” 
Nearby were the “sands of loss” and the “dessert of feeling barren.” To the left of the 
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mountains is a “lake of reflexivity” with “shores of intersubjectivity,” referencing two 
key areas of inquiry in this study.  Centrally placed on the treasure map is pictured the 
“land of many nests,” next to a “tree of life/trust/ warmth.” A sketch of the girl figure 
holding a Valentine is drawn near the tree, nearby small words, which read,   “Contents 
are vulnerable and precious.”  Near an image of a blue bird is the “state of safe and 
contained,” which is adjacent to the “fire pits of creativity and the “bittersweet bog.”  An 
“unmapped area of the unknown mystery” is near the “tar pit of overwhelm,” and the 
“place of uncertainty.”  The upper center of the map is labeled “nighttime,” the stars 
above it, a “sacred place.”  Next to the “ocean of unconsciousness” are the “cliffs of 
Capri,” the “fields of families of fauns,” “Fairyland,” “friendship beach” and the “sea of 
attunement” near the “lake of laughter.”    
 
 
 
 
 
 
 
 
 
 
 
Figure 4. Concept Map/Meandering Book, open and closed. 
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 After some time contemplating this map, I grew bored and unsatisfied with it as a 
work of art.  I did not find it very attractive or interesting as it was not leading to new 
insights, the purpose of such art inquiry.  I then realized that I could transform it into 
something different—a meandering maze mini-book—by snipping and folding.  This 
particular kind of folded book gets its name from the way a single piece of   paper is cut 
and folded to make the pages within the book, which then opens sideways, upside down 
and backwards, as the folded paper twists and turns (LaPlantz, 2000).  I completed this 
meandering concept map, changing the original 12x12 inch piece of art into a 3 x 3 inch 
book, by decorating the other side of the map with vine-like ribbon, inspired by the 
ribbon and nature images in the co-researchers’ artwork, and collaged it with words from 
a printout of the coding system used in the MAX-QDA 10 software system.  With these 
elements in place, I added a bright flower to the cover, which served as a closure by way 
of a simple tug and tuck of the ribbon.  I then performed and recorded a creative dialogue 
with the concept map, according to the research protocol, asking aloud if this artwork 
could talk, what might it say?  A key finding here was that as the artwork, I responded, “I 
pack all this information into a really small, precious container.” As I played with 
opening and closing the map in different ways, it became larger and smaller, and different 
aspects juxtaposed against other parts, which jogged new thoughts.  I was using the map 
object to surface unconscious knowledge.   
 I came to realize that in the process of folding the map to a book, wrapping with 
twine, and adding the bright faux flower, it became a package, akin to a present (Figure 
4).  This reminded me of the recurrent discussion of containment in the co-researcher’s 
artwork and discussions.  I realized that the map as an art object acted as a metaphor for 
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the other art objects through which individuals expressed emotions. Relative to this 
theme, the conceptual mapping and book making paralleled the experience of how the 
emotional experience emerged in a random or meandering way—a pleasurable but 
sometimes aimless journey. As the meandering came to a close, it felt unfinished and 
required re-construction and containment in order to make meaning. 
Poetic inquiry. 
 To further explore how emotions were made visible through a pattern of 
meandering and containment in artistic form, I wrote the following poetic inquiry.  It is a  
found poem, which is shaped directly from  interview quotes and is used to highlight 
important aspects of lived experiences making them directly accessible to the reader 
(Faulkner, 2009; Furman, 2006).  In this type of research poetry, the researcher shapes 
the interview transcript into lyric form, yet keeps the participant’s words verbatim.  This 
technique of shaping direct quotations into poetic verse, also termed poetic transcription, 
can closely represent the language and patterns of speech used by participants.  Note 
however that the researcher retains interpretive control by the arrangement of the quoted 
words into verse (Faulkner, 2009; Leavy, 2009).   In this poem, the intersubjective nature 
of emotional expression is highlighted through an exploration of the co-constituted nature 
of research into shared meanings, interactions and the discourse surrounding emotional 
life.  
 This poem was inspired in response to the clear example of intersubjective 
meaning making provided by one of the participants, Amanda B.  She described a 
particular formal quality of her artwork, ribbon-like lines which were an artistic symbol 
that she said she often drew in her artwork.  Amanda B stated she generally identified 
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these lines with the emotion of anxiety, leading to a “love/hate relationship” with the 
lines.  As described above, she stated, as she looked at the artwork that she made in my 
presence, that the lines looked different to her on this occasion.  Together we searched for 
words that could describe her experience.  Amanda B. spoke of noticing a shift in her 
assumptions about the meaning she usually assigned the ribbon lines.  What happened in 
the process of expressing emotions was that this art symbol made visible to the both of us 
her new and different experience of an emotional response tendency via intersubjective 
transformation.  
Happy Anxiety 
 
“I have sort of a, a love-hate relationship  
with these ribbony lines,  
often appears as sort of, an, an anxiety, but it’s often..  
 
  more…  
  knotted. 
  
and so today—and I think in terms of how this piece today might reflect my—just feelings of 
today— 
 
 it’s nice to feel, that there’s;  I  don’t;  
 
  maybe  
  maybe  
 
there is still anxiety, in that, there’s still unknowns and shifting and moving  
but it doesn’t have that sense of tension  
 
  or  
  being –pulled—  
 
that I’ve sometimes seen in my artwork in the past, so it’s kinda like, 
‘happy’ anxiety, maybe?”  
 
(She said, laughing.  
And, laughing back, I said,  
“…would that be called, ‘excitement’?”) 
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“Yes! --I knew there’s a word for this-Yes!—Excitement—the optimistic side of anxiety.” 
 
 This poem was written to explore how the assignment of the emotional meaning 
to the art object emerged, like my concept map, in a meandering way. As the meandering 
(“maybe, maybe”) came to a close, I offered Amanda B. a word, “excitement,” to see if it 
would help her concretize or make meaning of the new feeling about the lines she had 
drawn. This is in keeping with the usual activities of a psychotherapist who aims to 
promote healthy emotional expression. Amanda B. adopted this word, re-constructing or 
shifting the meaning she had assigned to the artistic symbol of the “ribbony” lines to 
represent her dynamic subjective experience.    
Another artistic data analysis practice used to illuminate, clarify and synthesize 
the artistic and verbal data from the interviews was the creation of an ekphrastic poem.  
Ekphrasis is a Greek work meaning a telling or speaking out of a thing, or a vivid—or 
even, after Geertz, (1973) ‘thick’—description of an object (Webb, 1999).  Ekphrastic 
poetry is generally defined as poetry about visual art, and is used in arts-based research 
(Faulkner, 2009). The following poem combines this idea of a verbal representation of 
the visual with a list poem, the use of itemization to chronicle things or events (Faulkner, 
2009).  Therefore, I titled this illustrated poem an ‘Ekphrastic List,’ as the goal is to 
present essential elements of each pair’s artistic experience in new creative form.   
 I wrote the poem in a particular format to connect and summarize data.  Each co-
researcher is represented by a stanza in the poem, in chronological order of when I first 
met with them.  Each stanza condenses the course of the research protocol.   The first line 
of the stanza describes the co-researchers’ first artwork, and the second line conveys their 
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second artwork.  The third line is a description of my response art and experience, while 
the last few lines represent my understanding of our shared meaning-making conclusions 
from our artmaking experiences.  Although each stanza of the poem refers to one co-
researcher with whom several pieces of art were produced over time, I illustrated each 
item on the list with the first picture drawn by each participant, which for me symbolizes 
that participant and their story.  This poem aims to summarize the research experience in 
lyric and visual form.  Because multiple participants used nature imagery, such as 
butterflies, birds and nests in artwork, the distinct, recurring, and unifying elements of the 
poem are nature imagery.  I wrote the poem to synthesize artistic data while highlighting 
the use of multiple co-constituted symbolic associations to nature imagery by these co-
researchers to convey emotional experience.   
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An Ekphrastic List 
1) A revelation: one magenta butterfly lands on shaggy red bee balm 
At beach at dusk, inwrought with half light  
..and I follow butterflies though the forest—and find sudden light 
 A butterfly tree-house or  
 A nighttime nest  
 Shelters our vulnerable dreams 
 
 
 
2) A valentine child has a peak experience by the cliffs of Capri 
A bird lovingly shelters the contents of its nest 
..and I am a valentine child at dawn by the tree of life 
 Our girl grows up 
 She is serene as a tornado of butterflies radiates from her 
 She is grounded and at peace  
 
 
 
 
 
3) A small door within a frame shelters home from the chaos outside, the 
barrenness inside 
A momma bird, is protected by and protects her family 
…and I see the two together  
as mamma proudly nurtures her eggs among celestial stars  
Sage green continents flower with global significance  
A pair of love doves are plump in their nest  
Content with home and family, as one leaf falls away 
 
 
 
 
 
4) A sphere, watery with blues and greens, ribbons within untangled, 
 present whole possibilities 
Her hands hold the eggs over the nest, each one, special, precious, 
surprising 
…and I wove a blue-green nest, attaching sprigs of flowers and 
glittered surprises  
 A complicated dance makes a fairyland for a family 
Fauns play in a sacred, safe space 
In harmony, attuned 
 
 
5) A pretty pasture where a best girl friend is wished for,  
and a best girl friend is grieved 
A sunny face smiles back at me, lighting up her smudged heart  
…and I made a clock who in time turns, and changes with the season  
 A hand of friendship is outstretched 
Reaching for love 
Butterflies are possible 
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Thematic Summary 
 In summary, co-researchers created artistic symbols and metaphors involving 
nature imagery to make visible subjective emotional experience.  Co-researchers said that 
the physical art object became representative of their emotions, through the construction 
of metaphors and symbolic associations involving nature imagery, such as those that 
referenced holding, contentment, or nesting. The concept map also echoed this process, 
as that which was initially an open landscape was converted into something with more 
form, shape and dimension.  Participants expressed emotions, thoughts or ideas relative 
to holding and containment, eggs and nests, which might be connected to or mirror the 
kinds of emotional expressions present in the nascent stages of the therapy process and/or 
early human development.  As co-researchers, we associated these meanings to the art 
that meandered about as it contained and expressed shifting interior emotional experience 
or ideas.  Meanings changed over time through intersubjective transformation as the art 
object was constructed; becoming representative of more than just what was outwardly 
perceivable through packing emotional meanings into the art symbols.  These packages 
of information became precious due to the intersubjectively-constructed meaning given to 
the contents.  Imagery from the natural world, such as landscapes, butterflies and bird’s 
nests, and flowers and trees, was used by co-researchers to symbolize associated 
metaphorical and representational meanings of positive and other emotional states such 
as surprise, wonder, revelation, gratitude, awe, love, peace, contentment at home, feeling 
barren, wishing, elevation, care and nurturing within an intersubjective context.   
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Theme 2. Relational trust led to expression of holistic emotional life  
This study was designed to create a contextual condition for initial basic trust 
amongst co-researchers, to facilitate emotional expression, as 4 of 5 were previously 
known to the co-investigator. The fact the co-researchers volunteered for the research 
study would seem to indicate that they had some propensity to trust, and confidence in 
how they imagined me to be, or, presumably, they would not have volunteered.  Over the 
two sessions, dynamics in interpersonal, relational trust—defined here as a willingness to 
be vulnerable or take risks in terms of emotional, artistic, and verbal expression—
appeared amongst the co-research pairs, including the pair whom had not previously met.  
As social-emotional connections were developed between individuals, cognitive, 
emotional, and aesthetic responses to the aesthetic experiences were co-constructed in the 
relational space through discussion and artmaking.  
Within this context, individuals expressed holistic emotional life, that is, both 
positive, pleasant emotions and negative, unpleasant emotions, as well as mixed and 
ambivalent emotions.  There was an awareness of the essential interconnectedness of 
negative and positive emotions—of the holistic nature of emotional life.  In addition to 
the resistance to this false dichotomy that divided whole experience into positive versus 
negative emotions, there was a resistance to valuing the expression of positive more than 
expressing the negative.  The artwork allowed for a freedom of expression that 
superseded restrictive categories. 
Scholars define relational trust as one’s willingness to be vulnerable (Rousseau, 
Sitkin, Burt, & Camerer, 1998). “Making oneself vulnerable is taking risk. Trust is not 
taking risk per se, but rather it is a willingness to take risk” write Mayer, Davis, and 
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Schoorman (1995, p. 712). As an integral part of the process, co-researchers expressed 
feeling at times vulnerable or anxious, particularly during the first art interview.   These 
feelings were associated with emotional and professional vulnerabilities.   
These experiences of vulnerability led to anxiety.  Specifically, the co-researchers 
shared fears of not being understood by me, by each other, by the field and by the culture, 
and identified that it was difficult and perhaps impossible to convey complex and shifting 
emotional experience verbally.  This fear was compounded by pressure to represent art 
therapy in ways that were understandable to others, and therefore helpful in promoting 
the field to those with little knowledge of it, while at the same time remaining honest 
about 1) the complexity of the intersubjective art-making process, 2) the therapeutic 
dyad, 3) the limitations of the simulated, art therapy-like research situation, and 4) the 
multidimensional, multisensorial nature of art therapy and arts-based research.   
Further, there was resistance to conceptualizing emotions in a positive versus 
negative dichotomy.  The arts-based nature of the data of the study provided an 
opportunity to explore nuances and complexities holistically, and co-researchers and peer 
reviewers questioned the artificial dichotomy between positive and negative emotions 
that are neither jointly exhaustive nor mutually exclusive.  For example, one of the co-
researchers wrote in the Collaborative Creative Synthesis feedback form: “I am still 
unclear why it is important to have ‘positive’ in the research question.  I am much more 
interested in the intersubjective art making experience and I feel like that could happen 
through expressions of emotions in the artmaking—positive or not.” 
As co-researchers, we identified that, at least for some, experiencing positive 
(pleasant) emotions was only given significance in light of the context of negative 
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(unpleasant) emotions.  Like a colors, contrasting emotions could act like complementary 
colors, and contrast and reinforce each other, each given power by dissimilarity.  Yet, like 
fluid color values, saturations, and hues, we found emotions dynamic, momentarily bright 
and then diffuse, constantly shifting and regulating each other.  
Emotional expression though art production was thus experienced as an embodied 
cognitive-emotional achievement that led to a further spectrum of emotions, such as 
surprise, curiosity, wonder, awe, and anxiety.  This is congruent with the definition of 
emotions as dynamic, interdependent and interdetermined, shifting and transforming 
through an on-going process of communication to both the self and others (Dirkx, 2008; 
Kappas, 2011; Oatley, 2010).   
Definitions from the academic literature of these complex emotions may help 
clarify the reader’s understanding. Surprise, for example, can have a negative or positive 
valance.  Silvia (2009) defines surprise as having high novelty, complexity or 
unfamiliarity, and theorizes that the function of surprise is to “interrupt ongoing action 
and orient people to a possibly significant event” (p.49).  When individuals feel they have 
a high ability to understand or cope with the surprising, they often become interested or 
curious, while low understanding leads to confusion and the surprise is experienced as 
negative (Silvia, 2009, 2010).  The emotion curiosity is synonymous with interest, and 
refers to a “positive motivation-emotional state associated with exploration,” 
investigation, and immersion for the purpose of gaining new information, knowledge, and 
skills  (Kashdan & Silvia, 2009, p. 367).   
The emotion of awe can also be felt as a pleasant or unpleasant emotion.  Awe is 
experienced when approaching something which is felt to be greater than the self, beyond 
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one’s current understanding (Keltner & Haidt, 2003).  Awe is an “emotional response to 
perceptually vast stimuli that overwhelms current mental structures, yet facilitates 
attempts at accommodation” and functions to redirect people towards their environment 
(Shiota, Keltner, & Mossman, 2007, p. 944).   It has been characterized as a self-
transcendent emotion which can activate religious and spiritual feelings and intentions 
(Van Cappellen & Saroglou, 2012). In this study, awe is defined as a powerful self-
transcendent emotion towards that which is considered vast, and potentially experienced 
as overwhelming. Wonder is defined differently than awe, as wonder is not likely to be 
perceived as overwhelming or frightening.  Instead, wonder involves perceptions of the 
very good—phenomena seen as marvelous, divine, exalted, new or “intensely powerful, 
real, true and/or beautiful” (Fuller, 2006, p. 8).   In contrast, anxiety is an emotional 
response characterized by fears or apprehensions that manifest as worry or nervousness.   
 The data which evidence this theme include direct quotations from transcripts of 
the research interviews, direct quotations of transcripts of reflexive memos, and artistic 
data such as the data analysis painting (Figure 5), the video titled, The Art of Positive 
Emotions (see attached CD), poetry and stories.  In addition, the validation processes of 
the Creative Synthesis Meeting and the Peer Review and the art making practices served 
to provide places to explore these nuances and discuss the holistic nature of emotional 
experience. 
Interview transcript excerpts providing evidence:  
  Co-researchers, when asked how it was to be with the primary researcher, 
responded in the following ways.  Monica D. highlighted the value she placed on the 
emotions she shared and the value of feeling safe when she stated that, “I mean, these are 
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important, big moments, for me, I mean, I think, they felt totally safe to share.”   When 
asked how it was to be here, Elizabeth answered, “Comfortable.  It felt comfortable.  And 
getting that opening question, how do you feel? kind of, gives you permission to feel how 
you feel.”  Elizabeth indicated the interpersonal space was one in which emotional 
expression was not only permitted but also valued. 
 Tracy addressed the pressure she felt about communicating about art therapy 
appropriately when she spoke of locating funders for the art therapy program where she 
worked: “I’ve got to be able to represent art therapy, …[which] always makes me feel 
kind of vulnerable,  Are they going to get this?! They don’t need to get it completely, but 
will they get it enough? Cause it’s kind of [a]…legalistic mind-set, that has a lot of 
judgment and a lot of rules.  And so, I think, that’s the part that really scares me a little 
bit, honestly.”  We discussed our assumptions and fears that the research world was like 
this as well, rule-bound and full of judgment.   
 At the conclusion of the second interview, in response to my question, “what was 
it like to make this together?” Tracy  stated: “It was fun, it’s fun-er to make art together 
than to be with somebody—when you’re the only one making the art, that’s ...well…then 
making art together, that’s neat”   In this quote, Tracy implied a risk was taken by being 
the only one making artwork of the research pair.  The joint artmaking process may have 
instigated a relational trust shift when both members of the research pair took risks in 
emotional expression and creative activities by actively constructing artwork.  
 Gretchen K. reported that she had not been “watched intently” recently and 
implyed that my observation of her while she made artwork made her feel self-conscious 
about her physical tremors, but also linked art therapy practices to broader experiences of 
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safety, nurturance, care, mothering, empathy and compassion.   In response to the 
question, “what was it like for you to be here with me today,” Gretchen K. responded, “It 
was good, I defiantly was, I haven’t been watched intently in a while, and people who 
have watched me intently I’ve known for a while, so I definitely was more aware of my 
physically things, like my shaking and things like that and I felt a little rushed …as an art 
therapist, I think it’s a little more difficult to just create.”  In the second interview, 
Gretchen K. discussed how the eggs-in-nest imagery reminded her of our role as mothers 
and therapists: “I think we, as mothers, we both feel that need to have safety for our 
home, in the larger sense of the word but also as therapists we can do that, we need to 
have safety in our environments, like, in our space, so that people can feel nurtured.”   
 Art-making for emotional expression felt “good,” and was valued because it was  
seen as useful or helpful for clarifying and conveying emotions.   Elizabeth, who did 
artwork about her recent loss of a friend, reported: “it actually felt really good to make a 
piece of art about it too, because I definitely feel like, this, losing her, was unprocessed 
grief for me..and so it just happened [to be] so close to the surface today….. this was 
something, kind of, that I needed, actually …I needed to do.” She later discussed “what 
art therapy’s about,” stating, “it’s not art to be sold …it’s art to convey feeling and serve 
as that outlet for feeling.”   Gretchen K. also had a similar view as to the purpose of art, 
and said she felt the artmaking served as a way to “clarify things.”  “I feel like I have a 
little more insight into the emotions that I do have,” Gretchen K. reported, adding, “It felt 
good to make a piece focusing just on the positive emotion, from that piece; it made that 
emotion larger and more real.”   
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 In response to the first prompt, Amanda B. reported that she was not sure how she 
felt, but that she trusted the artistic process to lead to expression: “I always make the art 
first, and decide what it meant or what it said afterwards, so I’m not even one hundred 
percent sure how I’m feeling, but I think it will express it in the end.”   After art making 
she said, “so much of my artwork is really dark (laughing), I’m like, so surprised to, kind 
of, see these images…but it’s refreshing.”  Amanda B. indicated that it was refreshing to 
use the artmaking to explore her more positive emotions as opposed to her negative ones.  
She added, “it’s not necessarily all rosy… I was relieved that it wasn’t downright dark 
but it still, like if I look at this one, [the second artwork from Art Interview #1] this is, 
from a felt experience, this is preferable…I like the calmness of it.”   
 Monica D. also reported her surprise at how the artwork looked to her when it was 
finished: “I didn’t really know what it was going to be when I started… I was kind of 
surprised that it ended up being like a landscape, cause I wasn’t really anticipating that.”  
When asked, “do you think you expressed any emotions in this picture?” Monica 
answered, “awe and love.”  She described it as “a connection to something greater than, 
me, which I guess I kind of get with that love feeling, too, it just something bigger.”  In 
the joint artwork, made by both Monica and I, we attached to the artwork a dark crescent 
behind the image, leading to a discussion of the Jungian shadow.  In discussion about 
how the colorful imagery looked like a tornado, I mused, “maybe that’s the shadow, that 
this stuff is so powerful, it could be like a tornado, or it could sweep you away…you 
could lose yourself in the transcendent moment.”  This references the experience of 
universal love as awesome, which could also be experienced as potentially frightening or 
overwhelming. 
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 Elizabeth found interest towards her processes, which she related to her practice 
as an art therapist: “I see it with my clients all the time but to do it yourself, to go through 
the process yourself it’s just—it’s something else, it’s not ‘therapy,’ it’s more like this 
exploration of things, and to be making a piece like that [points to 1st artwork] where I 
really am going through a process as I’m making the art, it’s interesting to me, too, to feel 
that in myself, and to feel a change in myself.”  When looking at the art she created, 
Gretchen K. reported her interest in the work: “Well, my first impulse is to say I like it, 
which is interesting because I’ve been having a hard time doing art for about six to eight 
months now, I’m glad, like I’ve been making things but I haven’t liked them, so it’s 
interesting in that regard.” Tracy also used the word ‘interesting’: “it was interesting that 
you started building the house-box, and I started making the little nest, after all that talk 
about vulnerability, ok, well, let’s make a little safe place…”  Here Tracy connected 
discussion of vulnerability to  our joint artwork in which we both depicted a safe place. 
 Response Memo Excerpts. 
 Anxiety, positive surprises, wonder and awe were also apparent in my response 
memos. In a reflexive audio note recorded February 22, I identify emotions such as “awe 
and respect for these people that have come forward and shared these kinds of things with 
me.  I am just blown away and humbled.”  This transference worked both ways as there 
were instances of positivity resonance, micro-moments of connection and biobehavioral 
synchronicity, particularly in the response art and joint art processes which will be 
discussed subsequently.  
On March 21, I audio recorded a reflexive memo:  
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I am just so thrilled and happy.  I was listening back to my assumptions and what 
I assumed art therapists could do, and I realized that while I assumed they could 
make artwork on demand, I assumed that they could talk about their artwork, talk 
about their emotions and the thing is, is that they did it even better than I 
expected; that’s the surprise to me, is like what amazing co-researchers they were.  
So sort of exceeding expectations, exceeding my assumptions, which just leaves 
me with a little bit of just in awe, amazement and humility and just, oh, my God, 
this study is so awesome because of them (G. Chilton, March 21, 2013). 
This quote demonstrates how a cognitive reappraisal of my assumptions generated a 
cycle of positive emotions.  These positive emotions included interest, curiosity, positive 
surprise, amazement and awe.  
 I recorded my experience of elevation, awe and joy at the completion of the 
research interviews, where I felt not just inspired but “broken open.”   
Having new ideas, getting help, feeling like I'm not alone, that I don't have to do it 
all by myself, or I can't ask for help— just feels really amazing, and powerful, and 
I'm just so thrilled about it.  So feeling that—feeling of being broken open, like 
anticipating…so moving, and so powerful, and so much fun in like so many sense 
of the word fun. And what does it mean to have fun?  Like it's like loving and 
connecting and having like real experiences with people and real and authentic 
and all these things, just like so incredible.  Just so amazing…And, yet, again, 
how do I tell people that the kind of research I do breaks your heart open in 
transformative ways?” (G. Chilton, March 15, 2013). 
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This powerful emotional response was later incorporated into the text of the story 
Elizabeth & Gioia, (Appendix J) as it seemed to address the research question, what 
happens emotionally in the process of expressing emotions though art making within an 
interpersonal relationship.  
 After identifying that in the first interviews, the first two participants (Monica D. 
and Tracy) make artwork about positive memories in response to the question, “Please 
make an artwork about how you are feeling at this time,” I began to ask subsequent 
participants if they thought they were “primed to focus on the positive ” if there was an 
opportunity to ask this question, in keeping with the open-ended interview protocol. 
Elizabeth and Amanda B. indicated they might well be “primed,” but that it was a 
complex dynamic.  Amanda B., when initially told the prompt for the first picture, even 
noted, “that’s pretty open-ended” and right away wondered, “Where do the positive 
emotions come in? Oh, what if I’m not feeling positive?”  She seemed to be expecting the 
first prompt to be about positive emotions.  When asked if she felt primed, Amanda B. 
later reported, “I did feel a little primed, and I think it was the consent, cause I was going 
to say it was the materials, but I’m looking and apart from the flowers, this is all typical 
[of art therapy art materials] … The flowers definitely influenced me, they make me 
really happy to see them… I mean, I’m having a good day, so I was in a good place 
today, but I might have felt, it might have been hard in the first prompt if I had been 
feeling really down or whatever…knowing that we were doing ‘positive’ emotions in art, 
I might still of pushed myself that way, …but it’s kind of a, it’s refreshing.”  Another co-
researcher, Elizabeth, identified:  “I know what the study is about—I think because of 
that, when I actually started that, it was kind of like, ooh, here I am, not feeling very 
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positive today (laughing) but, you know, you said, ‘how are you feeling?’ and it’s like, 
‘do you really want to know?’—how I’m feeling?, I’m feeling a little down today.”  
Elizabeth described her thoughts as she completed the prompt, depicting how she was 
feeling at the time, which was, in her words, “not very positive.”  In the space of 
relational trust, Elizabeth could express “feeling a little down.”     
 Tracy enacted the value of comfort and connection in art therapy as she described 
how she approached the clients she worked with: “ a lot of art therapy is helpful cause 
you can bring people back into their body and that, kind of a…it’s one of the symptoms, I 
think, of distress, is not feeling more present; and you can feel very anxious, and kind of 
disconnected, and bad, and that’s one of the things that art can do is that it can bring you 
back, here.  And then you’re present and you can kind of like, calm down, and find out, 
what’s connected to what.  I really, believe that, in our work, that’s kind of like the first 
step in what we do with the kids, you know?, you just want to bring them here ..and sit 
down at the art table, and feel okay.” She spoke of providing safe places to be present in 
her art therapy practice.  In another instance, in reference to her butterfly artwork and 
story, Tracy advised, “You have to be out there, you have to be curious, I had to follow 
the butterflies to get to that place.” When I asked Tracy what came to mind after looking 
at all the artwork that we generated from her interviews, she stated:  “I think that the 
theme of complex of sort of sudden brightness and that, sort of like, surprise, a revelation 
kind of thing.”   
 Elizabeth admitted to feeling vulnerable when she described why she chose the 
little girl as a self-symbol: “when I’m feeling vulnerable about something, I go back to 
that little girl—I don’t know what that is, strong connection to feeling vulnerable and 
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being a little girl.”   An additional element of this thematic finding of vulnerability or 
anxiety was the stress involved as co-researchers recognized the impossibility of voicing 
in words the universal, cosmic or spiritual emotions and experiences.  We repeatedly 
either could not think of words to describe these experiences, or found that poetic 
language in discussions or visual art worked best to explore the experiences.  As Monica 
D. remarked, “it’s so hard to find specific words to talk about things like awe and love 
and peace…I feel I can almost convey it more with hand movements–or art.”  Likewise 
Amanda B. struggled to find words to describe her artwork as demonstrated in this 
verbatim quote: “…it borders at times, and I was kind of on the threshold of this, of 
almost being overwhelming, then kind of back…you know, then it was OK, ….um,… it 
does feel…(pause) ..what other…(sigh)….. I don’t know if this is ..  a…..emotion...per 
se.. I guess it’s more a mood… or –I like, it feels like, there’s these colors; which make it 
up and each have their part; whole, ‘whole’ is the word that’s coming to mind, which 
isn’t an emotion but…”   This challenge of defining and discussing emotional experience 
and examining embodied and non-verbal experience is just what arts-based research aims 
to address, but being able to verbally articulate these qualities surfaced as a difficulty 
throughout the research process.  
 In the audio-memos, I reported feeling anxious and protective of co-researchers, 
insecure about the research plan, and physically uncomfortable.  I repeatedly used the 
audio notes both before and after the art interviews to process my own anxiety about 
doing the research study.  In the first ever interview, with Monica D., I reported being 
“totally nervous at first.  I had a hard time finding her place, so I was walking all over the 
wrong places.  Finally, I found her and I was really out of breath beginning to do the 
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interview...”  This out-of-breath sensation seemed to be an embodied response to my 
nervousness about conducting the first interview.  Additionally, anxiety was felt cross-
cases in different moments. About Amanda B.’s interview, I recalled,  
my own feeling of uncomfortableness in sitting there.  I remember looking down, 
not wanting to stare at her, that feeling of anxiety, which reminded me of the kind 
of anxiety that our novice art therapists often feel when sitting with clients, but 
there was something about the [small] size of the room, the size of the table, the 
video camera, just things were making me anxious.  And later, when she was 
talking about anxiety, first off, with knotted ribbons, I was like, ‘oh, a-ha’.  I felt 
in the second art period also, that longing to make artwork with her, and I did 
eventually break down and start fixing the art materials in front of me, turning the 
little tubes the right way, just to be moving in some way…when I transcribed the 
video, I found myself annoyed with both of us and our anxiety and our talk about 
art materials, and there's a lot of discussion about art materials.  And I wondered 
if that was a way to manage some of the anxiety that I noticed (G. Chilton, March 
19-20, 2013).    
 I also experienced anxiety related to my role in the research.  As I transcribed the 
interviews of Monica D. and Tracy, “I felt anxious and shameful that I might have talked 
‘too much’ or dominated the conversation with my own ideas.”  Trying to find the right 
balance in terms of the study replicating the therapist/client relationship while also 
staying true to the reality that the co-researchers were not clients but colleagues, art 
therapists interested in developing authentic relationships, was an area of tension in the 
study.  While I felt at times that I was talking too much, and that this was a product of my 
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own anxiety,  I also wondered, “is this internalized oppression re: that I think old 
normative models of post positivist models of interviewing are the only right ones? Is this 
the patricidal culture telling me to shut up?”  Acknowledging that this research paradigm 
and question called for an emotionally engaged response artist-researcher, not a neutral 
observer, how did my involvement in the conversations, response art, and joint artwork 
effect the outcome?  My verbalizations during the art interviews may have been a 
response to anxiety or fears about 1) intimacy in the session, 2) fears related to doing a 
non-traditional study, 3) my competence in the new role of art-based researcher, 4) 
emotional vulnerability related to exposure to professional, academic, or artistic criticism.   
 After the interviews, I identified feeling shifting or mixed emotions.  In rapid 
succession, I described feeling inspired, satisfied, energized and tired, spent, and 
overwhelmed.  I recorded myself exclaiming, “I could just write, there’s so much here, 
like feeling overwhelmed—is a little bit freaking me out.  I think because it’s so rich and 
it’s like with Elizabeth’s image, I have to go get a bigger piece of paper.  I don’t have 
what I need.  I need more space.”  My own self-care became an issue: “So a little bit 
concerned about whether this week is a little bit crunched, and wanting to take care of 
myself as an instrument, as an art-maker.  Like I’m stuck in traffic now [before a research 
interview appointment] and it occurs to me I haven’t eaten anything all day.”  I moved in 
rapid succession from one emotional state to another: “How do I feel?  I feel peaceful, 
satisfied, I feel like the journey’s just begun with understanding these, with artwork and 
interaction.  Both sessions, I was really concerned about the video, aware of it, anxious 
about it, and yet, it’s really going to be so meaningless, especially when it doesn’t even 
work, that leaves me a little frustrated.  I wish I could have been a little bit more in the 
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moment and a little bit less in my head, thinking about how it would look later.”  An 
interesting finding was that recording the audio notes helped me to manage my anxiety 
and overwhelming feelings, much as the art symbols were said to, expressing and 
containing affect: “What’s really a future consideration, is the [importance of a reflexive 
audio] note before. I think [it was helpful] in terms of dumping a lot of anxiety and 
frustration and fear, getting through that and not carrying it into the interview.” I also 
shared my fear of not being understood by the larger world in a later reflective note:  
The power of women to use these symbols, I mean, one of these eggs, it was an 
egg that was the world.  That is the most adorable thing ever, a global egg, and, 
the use of the mandalas, the use of this color family, the blues and greens.  I'm 
excited to go home and make artwork, and I share my perspective and the voice as 
an art therapist, as a woman, that this is not bullshit.  This is important stuff, but 
there is a way that hearts and butterflies and whatnot can be …discounted, or 
flowers can be thought not to be meaningful, but I really feel like there's so much 
meaning.  There's so much here to know about and to recognize and to—so much 
that is important and meaningful, and it shouldn't be discounted because it's 
women or it’s art therapists. (G. Chilton, March 22, 2013).    
I tried to convey this concern as a sense of foreboding that accompanied the more joyful 
and celebratory moments of using art-based research processes for art therapy research 
purposes in the stories (see Appendix J).  
 
 
 
165 
 
165 
 
 
 
 
Artistic data excerpts providing evidence for this theme: 
  Birth of Intersubjectivity Painting.  
 
  
Figure 5. Birth of Intersubjectivity, Acrylic on Canvas 
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 As a means of data analysis, I created an acrylic painting I titled, Birth of 
Intersubjectivity (Figure 5).  Because the 
use of the artistic symbol of eggs-in-nests 
appeared independently in four of the five 
co-researcher’s art, the painting I created 
as an arts-based data analysis practice was 
intended to provide structural 
corroboration, a method of providing 
methodological credibility, of the artistic evidence in the co-researcher’s artwork.  I 
wanted to create a textured and complex surface that felt atmospheric as a thematic 
element in the artistic data was the presence of a celestial environment which I 
interpreted as  symbolically representing  a safe and spiritual/therapeutic/nurturing space 
(Figure 6).  
      Figure 6. Birth of Intersubjectivity, Detail 
 
 Playing with the idea of the eggs-in-nest, which was an image that had repeatedly  
surfaced in the co-researchers artwork as well as my own response art, I chose to 
 highlight the emergence or birth of intersubjective intimacy through the image of two 
eggs nestled up against one another.  The painting is intended to clearly present these two 
eggs as the focal point, the primary object in the frame, in the middle distance of a lush 
land- and sky-scape, before a deep night, in a celestial star-struck universe.  This focal 
point is viewed through the deep brown edges that frame the picture, representing muddy 
earth at its most fertile, in places dark and dirty, overwhelmingly fecund.  The 
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transcendent purple night sky of nebulae peaks through the clouds behind the eggs 
(Figure 7).    
 The quality of the eggs is somewhat 
generic or perhaps, archetypal, in that they are 
together and not different from one another; 
they are the same, although in slightly different 
positions. Perhaps they are still incubating, 
although it seems because of the shining yellow 
light around them something will soon happen.  
Whatever will come will be new, universal but 
new.  Initially, I associated these eggs to the pair 
of co-researchers, myself and another like me, in 
a safe yet awesome space, preparing to make 
something new, enacting the creative archetypal 
life force.   
      Figure 7: Birth of Intersubjectivity, Detail 
Primarily I was thinking of the nest space like a therapeutic alliance /warm emotional 
environment that holds the space for what will come, the beginning of relationship.  The 
nest (as well as the eggs) was also metaphor of the holding function of the art symbol in 
art therapy (Figure 7).  The amorphous nature of the art symbol can shift and change its 
meanings, particularly as the ratio of abstract to representational content increases.  As 
the nebulous shape, form, structure of the space around the eggs shifts, the viewer can 
freely associate personal meanings to the image.   
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 In my painting, the eggs snuggle together in a nest or tree that is not very 
apparent, formed perhaps by clouds.  I referenced the tree (by adding a few messy hearts 
on the subtle purple tree trunk form) created in my response art to Monica D.’s art 
interview and in our joint artwork, as the tree in that image had an important role to play 
in providing a sense of safety and grounding (see The Art of Positive Emotions video on 
attached CD).  Though I may be the only person who views these eggs as in a nest and in 
a tree, this idiosyncratic meaning ‘roots’ my imagery back into the study’s artistic data.  
The nest recalled to my mind the emphasis co-researchers placed on containment, 
holding and nurturance, which they described during their interpretations of meanings 
about the symbolic content and formal art elements cross-cases.    
This painting is both a concrete object and an art symbol about art symbols.  
Creating it helped me to think on a meta-dynamic level in relation to the research 
question, how are positive emotions expressed though art making?   Could a tentative 
answer be that emotions—which gain power from the interpreted symbolic implications 
of the interpersonal relationship, interpretations which may be unconscious or 
uncertain—are expressed through creation and communication of new art symbols, 
forming beginnings in a life-generating space?    
 The artistic data reflects the value these co-researchers  placed on authenticity (as 
demonstrated by Elizabeth answering yes to the internal question, “do you really want to 
know, how I’m feeling?”), and their resistance to simplifying emotions into a positive vs. 
negative duality.  For example, this is addressed in the video, The Art of Positive Emotion 
(see attached CD), as the co-researchers speak of the “tornado” effect in the art and their 
fears for the vulnerable birds.  In the video, Monica states “for me, it’s about the power of 
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the art and how quickly something can go from safe, and what you’re expecting and what 
you’re trying to do, to something’s that’s overwhelming and has taken on a life of its 
own.”    
 The data also show the intersubjective construction of emotions, which may at 
times been primed towards the positive.  For example, in the poem Happy Anxiety, 
Amanda is shown, accustomed to thinking of the “ribbony lines” in her art as 
representative of her anxiety, as struggling to find words to express a new and different 
feeling that her artwork conveys to her.  When I stated “excitement” might be another 
word for “happy anxiety,” I offered a term for a positive emotion for her to describe her 
experience.  This is an example of how my influence may have directed her towards a 
more optimistic construction of meaning.  She accepted this word as helpful in naming 
her experience, but she may have been influenced toward this more positive, if 
“refreshing,” point of view.  This is an overt example, and many more subtle examples of 
interpersonal influences may also have taken place, as implied in the stories (see 
Appendix J). 
 This concern was also addressed in the story titled Tracy & Gioia, when the 
narrator misunderstands her adviser’s concern about “authenticity” as implying that the 
co-researchers were acting or pretending to experience positive emotions:  
Were people primed by working with me, and the title of the study, to focus on 
positive emotions? Sure they were, but that’s what happens in real life. It doesn’t 
mean that the feelings which came up aren’t genuine.  The authenticity is in the 
art and you can see it (see Appendix J).   
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Authenticity, in this case, is understood as being a quality within the artwork.  The 
authenticity is strengthened by the explicit reflexivity and transparency imbedded within 
the art products created by the co-researchers.  The sense of hearing participant’s voices 
and seeing or feeling the details of artistic form is thought to make the presentation 
believable and qualitative and arts-based researchers depend on high quality art and 
reflexive practice to evoke a deep sense of authenticity (Finlay, 2002; Hervey, 2004).  
This need for authenticity required acknowledgment and expression of negative emotions 
as linked, mediating and even powering positive emotions. The story Tracy & Gioia 
attempts to make this point clear.   
The Art of Positive Emotions. 
 With technical assistance from a professional video producer, I created a video 
vignette, The Art of Positive Emotions, to synthesize the findings in another art medium.  
This video provides additional artistic evidence for the claim that artmaking for 
emotional expression resulted surprises, evoked interest or curiosity, and produced 
wonder and awe.  It also addresses several other themes, illustrating relational trust, the 
value of safety, and the use of nature imagery to represent positive emotions.  
Additionally the video shows what happens in the process of expressing positive 
emotions through art making within an interpersonal relationship, including the evocation 
of curiosity, awe, love, wonder, and positive surprises.  Sections of the video illustrate the 
conundrum of not having words to convey experiences, well as the use of response art to 
embody empathy. These themes will be further described below. 
 Viewers are reminded that audio-video representations do not represent reality, as 
reality is not exclusively audible or visual (Pink, 2007).  As a larger collective of co-
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researchers, we should question how we “use the content of the images as vessels in 
which to invest meanings and through which to produce and represent…knowledge, self-
identities, experience and emotions” (Pink, 2007, p. 82).  However, video has been used 
in arts-based research to offer a more direct encounter with the characteristics of the 
researched, such as tone of voice and facial expressions, than can print media (Rahn, 
2008).   
Video seemed a good choice, as conveying the emotional tone of co-researchers 
and their interactions within the intersubjective matrix is important in the explication of 
social dynamics of art therapy treatment.  The interaction with co-researcher Monica B. 
was chosen because of all the research video available, it best captured the common 
experience of the interview, primarily because the shot included both co-researchers (due 
to the positioning of the iPad camera on a nearby shelf). As in the found poetry, I retained 
interpretive control by the choice and arrangement of the video clips that are juxtaposed 
to create a story.  However Monica B. saw the video during the Collaborative Creative 
Synthesis meeting and subsequently confirmed again she was comfortable sharing it, 
post-interview and again after the final cut.  We also agreed to continue to check in with 
each other on this issue, even though she signed the consent form, as informed consent is 
a process and not just a one-time event.   
Poetic Inquiry. 
 I wrote a pantoum poem to explore the powerful impact of the aesthetic emotion 
of awe or elevation (Keltner & Haidt, 2003).  A pantoum is a poetic form with 
Malaysian/ French roots.  It uses an interlocking pattern of repetition, and as the lines 
repeat and reverberate, the culminating effect can become almost haunting (Furman, 
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2006).  Here the rhythm of the lines repeating serves to capture the emotional impact of 
my experience of appreciating beauty.  This poem mixes direct quotes from my reflective 
memos about my memory of my experiences during Amanda’s art process with 
comments made by Monica about her memory of a peak experience to condense and 
synthesize data.  The poem is about the heightened nature of aesthetic experience, and 
aims to evoke in the reader emotions such as wonder and awe in response to witnessing 
beauty. 
 On the Beautiful  
 
—The way she dabbed blues and greens of watercolor!  
When she put that on there, I was like, ohh! 
She placed the hand image over the image of the eggs, so the hands, all of a sudden—held the 
eggs,  
the hands held the eggs! 
oh my god, that's so—oh— gorgeous. I'm still stunned.  
 
When she put that on there, I was like, ohh! 
This aesthetic will do all the work for me  
oh my god, that's so—oh—gorgeous. I'm still stunned.  
Artwork doing its job 
 
This aesthetic will do all the work for me  
But... How does that happen?  
Artwork doing its job 
We don’t have to   
 
But... How does that happen?  
When this came out like this—  
I was so excited  
I was a little stunned that I had made it  
–cause I don’t think of myself as that kind of artist or whatever— 
We don’t have to be  
We made this amazing artwork and also  
we couldn’t quite make sense of it all 
But it was really beautiful  
Unbelievable beautiful  
Indescribably kind of perfect  
 
When this came out like this—I was like, ‘oh my god, I love this piece!’  
I was so excited  
I was a little stunned that I had made it  
She put the hand image over the picture of the eggs, so the hands, all of a sudden—held the eggs,  
the hands held the eggs! 
We made this amazing artwork and also  
we couldn’t quite make sense of it all,  
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It was really beautiful  
Unbelievable beautiful  
Indescribably kind of perfect  
—the way she dabbed blues and greens of watercolor!  
 
  *** 
  
 
 
 
The intent of this poem to evoke an emotional response in the reader of awe or 
wonderment, particularly as it relates to viewing artwork and art-making processes.  This 
emotional knowing is intended to provide a way in which the readers can find the work to 
feel or ring true, in order to serve as referential adequacy for this finding.   
 I constructed an additional poem to shed light on this aspect, titled, Tracy: I 
Followed The Butterflies.  The following poem is presented with the representational 
artwork made at the time by the co-researcher as well as my response art.  This poem is 
meant to be performed aloud.   
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Tracy: I  Followed The Butterflies    
        
I was walkin’ in the woods near home and, it was the funniest thing.   
I think it was like July and it was hot. 
and I was just kind of walking up into the woods near where I grew up.  
and I started to notice  
that there were just an extraordinary amount of butterflies 
around, 
 
 --so I was like, this is weird, this is like--  
 I was just like 
  —everywhere!    
 so many butterflies,  
and I wanted—to see what was 
going on, because I’d really never 
seen that before! 
 you know?  
So anyway, I started 
following the butterflies, 
and they went kind of— it’s 
a road, it’s on a road, and 
you know how when you 
open up a road in the 
words then there’s more 
sunlight so the n you get 
more—flowers, so there’s 
like a lot of Joe Pye Weed, 
which grows up really tall, and 
that attracts the swallowtails, 
and there was a bunch of that, and 
you kept seeing all these kinds of –I 
don’t know what kind-- some kind of 
brown butterflies …and I started following the 
butterflies;  
and I came up the hill,  
and around  the bend,  
and looked down,  
off the bank,  
kind of steeply,  
and there was this huge field of, --bee balm. 
 
just like, everywhere!—Just so much!—Like it would have filled up—half this 
clinic!  And, and  it was just like, going down the bank, and there was all this bee balm, 
and there was some Turk’s cap lilies also that were bloomin’ all among them, really tall 
and they were like, 6 feet tall— you know?  
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--and the bee balm are like 4 or 5 feet tall as just—so beautiful!— It was just 
extraordinary.   
And there were just butterflies 
everywhere!…it was just like one of 
those things where you go in a 
museum, and you walk in, 
and there’s like the 
butterflies.; it was just 
like that, except it was 
real! 
So I went down the 
bank, and you 
couldn’t see a thing, 
where your feet 
were going, and I’m 
thinking, I just 
hopin’ there’s no 
snakes, so I just kinda  
walked down --it was 
just amazing,  
and I just stood there for the 
longest time, just like, oh 
my… 
and I carry that around, as a moment, 
you know, of surprise, and wonder, and like,…. 
I was just really… grateful that I noticed the butterflies!   
….Cause I could have just not really tuned in, you know? 
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 An aspect of the research question asks, what meanings can we find in the stories 
that emerge from the visual, verbal and relational expression of positive emotions? In the 
illustrated poem, “Tracy: I Followed the Butterflies,” the co-researchers generated data in 
the form of this story, related artwork, and further discussion.  Tracy’s story shifts 
meaning when it is placed in the braided context of this study.  The story begins to serve 
as an archetypal metaphor for part of the philosophical orientation underlying the study.   
The first person point of view of the narrator draws in the reader as it implies the 
importance of “tuning in” to the positive.  The repeated phase, “you know,” calls for 
intersubjective agreement and checks for understanding from the reader.  Tracy reported 
the moral of her story was that one might miss experiencing a powerfully positive event 
due to being “not really tuned in,” or not available for such an experience. 
 I wrote a poem titled, Open to Butterflies to explore the prior poem and my 
experience of making the response art by using direct the formal poetic structure of the 
pantoum.  The following poem blends poetic transcription (the use of direct quotations in 
poetic verse) with the rhythmic play on words of the pantoum form for lyric impact. 
 
Open to Butterflies 
 
We figure the Yeats poem’s message is about being open,  
But also, when you’re open, you’re vulnerable;   
You hope you don’t tread on snakes,  
You’re just grateful you tuned in  
 
But also, when you’re open, you’re vulnerable;   
Following these little brown butterflies down this path, 
Grateful you tuned in  
 I don’t know what kind of butterflies they are, she says, but I’m going to follow them 
 
Following these little brown butterflies down this path, 
 Never seen anything like this before 
 I don’t know what kind of butterflies they are, she says, but I’m going to follow them 
 Just an extraordinary amount of butterflies 
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   Never seen anything like this before 
 Come up over the bend and down the bank 
 Just an extraordinary amount of butterflies 
 Lilies and bee balm and the joe pie weed that comes up around six feet tall 
  
 Come up over the bend and down the bank  
You hope you don’t tread on snakes  
 Sunlight streaming through the darkness of the forest 
You’re just grateful you tuned in  
 
*** 
In the following poem, titled, The Surprise One, I attempted to evoke in the reader and 
empathic emotional response to have the reader feel the wonder, awe and gratitude which 
Tracy spoke of and made at about.   
 A found poem was developed from interview quotes from Amanda B. who also 
addressed surprises in her artwork (see An Illustrated Vignette: The Place Amanda and I 
Created).  
The Surprise One 
 
the hands are very gentle--the eggs being special—not just fragile— 
the hands are not just gentle, because they’re fragile but because  
the eggs are special— 
and , this is the secret, no—this is the surprise one 
…that we don’t know so much about 
—all the other ‘treasures’ are visible in some way, 
and this one, is still a mystery 
…but it’s sort of the center egg. 
*** 
 
This poem uses direct quotes from Amanda B’s transcript, in which she describes her 
artwork, a collage showing hands holding eggs.  By constructing the text into poetic 
form, the words serve to highlight the central importance of surprises linked to the 
mysterious or unknowable in this study.  It illustrates respondent’s desire to communicate 
central, important aspects, aspects for which verbal description are inadequate.  The 
purpose of this poem was to highlight the data from a direct quote, which seemed to 
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covey the importance of the hidden, secret or surprising.  Like the treasure map leads to, 
what is hidden is given value and importance because the effort to protect it.  
Containment frames and gives significance to that which is mysterious. 
 The repeated theme of emotions and/or art’s meanings as hidden, secret or 
mysterious, and the art process revealing positive surprises over time was fuel for a short 
free verse poem, titled, secrets: 
 
Secrets 
 
artwork, tell your secrets 
like furled green mysteries 
interlocked like a brown bird’s feathers 
tint the cold press fibers a blue-pink hue I can’t describe 
and the tendrils hide the bird’s eggs 
as the stubby bristles stained with pigment 
distract the eye by hiding 
spirals of wisteria 
that radiate our dreamy secrets 
*** 
 
I wrote  secrets to investigate and interlock through lyric verse the repeating concepts of 
1) nature depicted through art and 2) aspects of the self as secret or hidden.  These ideas 
lend themselves to the metaphor of the art symbol itself as a precious package of 
meaning, a hidden egg, not yet hatched, that nonetheless meanders toward significance. 
Again, here I am using several art forms to build structural corroboration of the 
incisiveness, concision, and coherence of the artistic form to stimulate and or connect 
with the reader, with the goal of providing evocation and illumination. 
 I wrote a poem on the topic of the confusion surrounding and the insecurity of 
coming to know intersubjective positive and negative emotional life after the feedback 
from the Collaborative Creative Synthesis meeting and the Peer Review/Critique was 
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incorporated.  This poem attempts to chronicle the sense of confusion or ‘not knowing’ 
which I felt and imagined others felt after the peer review was completed.  Although it 
also uses repetition for emphasis and rhythmic flow, it is a free verse poem with its own 
inherent pattern. 
We Weren't Sure 
 
we weren't sure 
how it would be 
to be together 
how this was to go 
what this kind of 'research' this was 
or how to do it 
 
 
we dived in anyhow 
we forged ahead 
we bonded 
 
we weren't sure 
how it would be 
to be together 
how this was to go 
what 'research' was 
or how to do it 
 
we dive in anyhow 
we forge ahead 
we bond 
our similarities comfort us 
our debates are gentle, but upset us anyway 
 
we are so unsure 
of what this re-search could be 
how this would go 
we moved closer gently 
similarities comfort 
debates upset 
 
 
blue-green colors flow 
vulnerable, I check my notes 
we speak of meanings 
the image tells us 
where to go, 
how to be 
ok 
with not being sure 
how to be 
together 
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 This theme was also explored in a spoken word poem, written to be performed 
with a great deal of energy and vigor, even anger.  Spoken word poetry is like rap in that 
it generally uses powerful performance of emotional invective to incite raw truth-telling 
(Chilton & Leavy, in press; Faulkner, 2009).  This poem highlights the tension between 
traditional standards in science and art.  
Worry/Don’t worry (Spoken Word Poem) 
 
I worry 
 
About what I am forgetting 
That it won’t be good enough 
That I am leaving out  
the good parts 
That I will be judged  
unworthy, invalid, not scientific enough, not artistic enough—just no good 
I worry about writing poems that suck 
And misspelling all the words 
 
I worry  
 
About leaving my co-researchers  
feeling ripped off, exposed, nonplussed 
That my audiences won’t get it,  
funders won’t fund it,  
employers won’t hire it 
 
I worry about the moment they’ll ask me to explain how I found all these meanings—  
Assuming it was single-handily using a qualitative codebook and maxed-out data analysis software— 
Meanings that sprang out at us,  
Full-blown, romping toward us like fauns through butterfly meadows,  
between us, our co-creations 
Patterns, images, symbols, metaphors, stories,  
structures and colors 
Dancing wild, mixing together 
Declining to be coded 
Procreating profusely  
Widespread, ripe, open for more 
Gorgeous, spontaneous, returning in new and more interesting ways,  
Multiplying without any numbers, baby 
 
In gratitude, 
In connection 
In positive resonance -eye-contact-bio-BE-hav-ior-al-synch-ron-ic-it-ies! 
In love, baby 
In awe 
In humility 
 
I don’t worry about painting eggs in a nest 
Or getting that just right shade of turquoise splashed off of my brush and onto this canvas 
I don’t worry about being careful 
Or showing enough  
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compassion 
integrity 
or 
if my art will  
communicate 
commune 
reveal 
bring to light 
 
All these butterflies… 
 
 The poem expresses my tension and frustration with what I perceived to be 
incommensurable models of truth.  On first approach art and science cannot be judged by 
any common standard, which can lead to anxiety and fears about conducting arts-based 
research.  Further, the challenge inherent in the effort to articulate emotional life—
conveyed by art symbols as vulnerable and “cute” as butterflies— compounded by the 
pressures to represent the field of art therapy in a professional (e.g., scientific, non-
emotional) manner.  Discussion of the relevance of the aesthetic category of the “cute” 
will take place in the next chapter.  
Thematic Summary 
 This theme addressed what happened within the interpersonal relationship we 
developed as co-researchers relative to emotional experience.  The co-researchers 
interpreted the physical environment and the interpersonal relationship as a space in 
which express wide-ranging emotions.  Co-researchers discussed connection, comfort, 
empathy, and safety, as well as vulnerability, and anxiety about emotional expression and 
professional status.   These concepts were identified through the artistic expression, 
behavior, conversations and reflexive memoing. As expression took place through 
meandering and containment in the art-making, the co-researchers interpreted the 
relational environment to be safe, where creativity could be enacted for purpose of 
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emotional expression.  This involved a willingness to be vulnerable within the simulation 
of an art therapy-like experience.  
 Participants who were asked, said they were primed to focus on positive 
emotions, despite receiving a neutral prompt for the first drawing.  Yet the selection of 
focus in their initial art process was considered a complex and multi-determined choice.  
Many factors could have primed, prompted or inspired them to select the topic of their 
artwork, such as the prompt, how they felt in my presence, the information they were 
educated about during the recruitment and informed consent processes, prior experiences 
and transferences to me, and beliefs they may have held about art therapy culture, such as 
valuing emotional expression though art.  Additional factors which may have influenced 
the co-researchers included the early spring season of the year, experiences immediately 
prior to the art interview, and the art materials provided.    
 The co-researchers’ consensus was that emotional life is complex and nuanced, as 
was explored in the art throughout the study.  Discussion of the issues brought up by 
conceiving emotions as either positive or negative will be addressed further in Chapter 5.  
In sum, the co-researchers found that in a space of relational trust, emotional expression 
that was identified as authentic required acknowledgment, exploration, and expression of 
the full range of human emotions.  This relational space, may be like therapy, an 
emergent process that included co-existing dynamic experiences of anxieties about not 
knowing, judgment, rejection, acceptance and love, care and connection, which all 
contribute to new perceptions, emotions and knowledge. 
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Theme 3. Response art served as an embodiment of empathy  
 In this study, response art was defined as a work of art that aimed to explore the 
artwork and interaction that takes place in the first art interview, with the specific 
objective to aesthetically explore and encounter knowledge that was created though the 
previous art making practices and transform it into new artwork in order to further 
understanding. This artistic response was created with the goal of creating meaning, 
exploring process, or amplifying empathy, a process developed by art therapists (Fish, 
2012; McNiff, 1998; Wadeson, 2003).  In this study, response art was experienced by co-
researchers as an embodiment of empathy.  The response art re-presented or re-
symbolized the art and interaction of the first interview. It demonstrated attunement as it 
reflected amplified lived experience and raised issues of identity and differentiation 
between self and other. 
 Empathy is defined herein as a deep understanding or resonance with the 
emotions of self or other through a combination of emotional simulation, perspective-
taking, and emotion-regulation (Elliott, Bohart, Watson, & Greenberg, 2011).  The art 
conveyed empathy through the expression of my understanding of the co-researcher’s 
lived experience in a tangible form.  The artwork embodied this understanding though 
providing a new physical concrete object with which to re-present the art and 
conversation of the first interview.  Co-researchers said they felt “reflected” and 
“mirrored” or that their experience was “amplified” after viewing the response art.  
Another aspect of this finding was the evocation of new questions about an art therapist’s 
potential clinical use of response art (see Appendix J, the story titled, The Place Amanda 
and I Created).  
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 The data from which this theme emerged involved the direct quotation from the 
co-researchers presented below, direct quotation of a response memo, and artistic data.  
The artistic data included all of the response art (Table 10) and the stories in Appendix J.  
Additionally, there is a Poetic Inquiry into Intersubjectivity: Gretchen K./Gioia and the 
accompanying figure (Figure 8). 
  Interview transcript excerpts providing evidence:  
 Referencing my response art, Tracy said, “I think it’s really beautiful..I feel like it 
really took all the ideas of the first piece and kind of amplified it, in a different 
way…what you reflected back is, really what I felt, and wanted to communicate.” 
Amanda B. stated, “It’s such a gift for me to sit here and see what you’ve made. You’re 
not disclosing anything of yourself, your just offering back, a piece, in terms of like the 
relational aspect… attunement to the process, attunement to the product, and then to the 
emotion behind it, and then, your mirroring, you mirrored it back to me, but with your 
own experience added to it.”  Others had similar reactions to the response art.  For 
example, Monica D. stated, “I handed it off to you and you just made it kind of bigger 
and more realized, and now you’re kind of handing it off to me…back and forth, only 
getting kind of bigger and stronger, each time...”   
 My ability to perform as a response artist significantly affected the study’s artistic 
findings.  These abilities included artistic skills as well as empathic listening and social-
emotional connection and engagement.   However, both Monica D. and Amanda B. also 
noted that the psychological skill of “differentiating” between self and other was also 
necessary in this process. Monica D. clarified, “I think there needs to be this separation 
between, not so much between my experience and your experience, but you’re not, 
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you’re not trying to tell me anything about my experience, or make my experience 
different—You’re kind of coming into it, and saying, ‘Oh, this is what I experienced as I 
result of that’, and that’s like, that’s what makes the emotion bigger, it’s your bringing 
your piece of it into it too, but I still have my  piece and I kind of talk to it, talk to each 
other.”   Elizabeth likewise stated: “I feel you made such a strong connection to the 
artwork that I made, and it makes me feel all the more understood, that you really 
understood what it was I was trying to convey, not just with the words, but with my 
artwork and what I was trying to work though, and work out, and, I think that’s an 
important thing, to feel understood like that is, feels good. it’s uplifting…I think it 
captures the essence of the feeling, but I see it as being very much you, and your nature, 
and your personality is in there.  It’s not just like your trying to mimic what I did or 
something, it’s that you took the concept and the feeling behind what I was doing, and 
created something that was new but definitely had your stamp of individuality on it and 
your personality.  It’s definitely your style and your way of working, so it’s a great 
synthesis of the two of us, it’s great at showing communication.  Effective 
communication, not just for the person saying something, but for the person 
understanding what was said, and being able to mirror it back through your artwork.”  
These co-researchers identified that the attunement or resonance they experienced 
through the embodiment of empathy in the response art helped them feel “understood,” 
yet it was also important to them that they share the felt sense of differentiation between 
us.  Clinical implications of this experience will be addressed in the discussion chapter. 
 Gretchen K. stated, “It’s interesting to see another take on the same emotion, I 
guess. And, similar techniques, which I don’t think you could have gotten, had you just 
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looked at this and tried to do a response piece without knowing what it’s about…I like it, 
I like to see the three together.”  She also had another reaction to the response art.  She 
reported that “So, in the artist’s eye, of course, I’m very, kind of, critical of my own 
work, I’m like, ‘oh, I like that one better’ [gestures to response art]. That’s the artist’s 
eye, but in the art therapist’s eye, I was focusing on…not the technique but the, content, 
of what, of how you use the technique, so..focusing on the fact that you, kind of made it 
look like it’s brighter here, or whatever, like sharper.”  It seemed as she compared her 
original artwork to mine, she liked her work less.  In the Creative Synthesis meeting, we 
discussed how this often happened with clients who may have unequal artistic skill levels 
than their art therapists.  Readers are referred to the poetic inquiry on this topic below. 
 Response Memo, “Labor of Love.” 
 Several weeks later, during the data analysis process, I wrote a memo titled 
“Labor of Love,” about the response art, which connected the idea of response art to 
empathic attunement and mothering in the sense of providing emotional nurturance.   
I am thinking about the work of this process and the effort I put into it, physical, 
artistically, empathically, the idea of emotional labor, and my desire to get it 
right—and how I was crushed it was too good with Gretchen, not wanting to hurt 
her feelings—and my desire to "take it over the top,” to re-present the emotional 
story, the emotional process, the song of the emotion, or the dance of the 
emotion...and the idea about expression of emotion as effortful, again emotional 
labor in the sense of labor not as work but labor as production of life, birthing to 
our own understanding our emotional life. A labor—both in the sense of a 
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difficult piece of work and the process of giving birth—a labor of love (G. 
Chilton, April 24, 2013).  
Artistic data excerpts providing evidence:  
 The artistic data included the in following table (Table 10) presents photographs 
of the response art I created, organized by the co-researcher who inspired each piece.  
The artwork contains nature imagery, blues and greens with accents of warmer colors, 
mandala forms that contain focal elements, and atmospheric and/or dark backgrounds.    
 
 
Table 10 
 Response Art 
 
 
 Tracy Monica D. Amanda B. Gretchen 
K. 
Elizabeth 
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 To more deeply explore the experience of Gretchen and myself, I wrote a two-
voice poem titled, Poetic Inquiry into Intersubjectivity: Gretchen K./Gioia.  The two-
voice poem employs a two-column format to be performed by two people, who each read 
the text in the column assigned to them, and occasionally read the same line at the same 
time. In this case, I wrote the following poem to represent two different experiences in 
the intersubjective matrix related to response art. The material was taken directly from 
Gretchen K.’s interview transcript and my reflexive memo transcript related to my 
process of making response art to her first interview. The poem is intended to create 
emotional poignancy by the literary technique to having the two columns of text run side-
by-side, contrasting the different and similar experiences of the research pair.  
 
Figure 8. Gretchen K.’s artwork, left, and my response art, right 
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Poetic Inquiry into Intersubjectivity: Gretchen K./Gioia 
I haven’t been watched 
intently in a while,  
and people who have 
watched me intently  
I’ve known for a while,  
so I definitely was more 
aware of my physicality, 
like my shaking  
and things like that  
in my mind  
as I’m creating it,  
it’s a back-and-forth 
between just doing and 
analyzing myself,  
 
 
  
I think it’s a little more 
difficult to just, create   
As an art therapist, I’ll 
analyze the symbolism 
of things,  the 
meanings of things,  
 
 
analyze  
the composition  
and the materials  
the way it’s put together  
and the colors  
 
 
often those two battle,  
depending upon 
which part of me is 
stronger at the time
 
 
 as an artist,          as an art therapist,           the artist part of me will
I found that gold pen to 
add a little bit of detail, 
extra detail, so I was 
really happy with how it 
turned out! 
 as a piece of artwork 
it’s really strong, I’m so 
excited to show it to her! 
 
 
knowing this, I need to, 
when I show it to 
Gretchen, just look, and 
listen, and feel, what her 
response is 
because I also can relate 
as a person; I also feel 
chaos, I also feel 
barren; I also feel 
content at home in my 
family life—  
notice the beauty of 
wonder and mystery that 
comes with the celestial 
and the not being able to 
figure it all out.  And 
finding mystery and 
wonderment about that 
mystery seems to me—  
I don’t think we can 
separate one from the 
other
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  This particular technique was chosen to increase awareness of our very different 
subjective experiences related to the response art (Figure 8). Gretchen’s response to 
viewing the response art— that I had thought as so successful as an art piece and been so 
excited to show her—was not the pleasurable one for which I had hoped. “So, in the 
artist’s eye, of course, I’m very, kind of, critical of my own work, I’m like, ‘oh, I like that 
one better,’” Gretchen K. said, as she gestured to my response art. I interpreted this to 
mean that she was comparing our work and she felt hers to be less-than, or not as 
technically artistically successful as mine.  The theme of identity is present in the poem 
as the reader can imagine both voices in dialog about emotional experience and concerns 
and conflicts between different parts of an art therapist’s self-identity.   
 In summary, the co-researchers identified that response art embodied or made 
tangible empathy, which is a deep understanding and resonance with the emotions of self 
or other; they felt mirrored and witnessed through viewing my response art to their work.  
Response art created in this study seemed to co-researchers to demonstrate 
“attunement,” it “reflected,” “mirrored” or “amplified” lived experience and raised 
issues of empathy, differentiation between self and other, and identity.  The response art 
embodied empathy, through making the invisible, visible through artistic symbols and 
metaphors, which fueled relational trust.  New questions were generated about response 
art as an intervention in art therapy clinical work.  The artistic and poetic data analysis of 
these forms illustrate nuances in the dynamics of empathy, a topic relevant to art therapy 
practice which will be discussed further in the next chapter. 
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Theme 4. Joint artwork involved negotiations of aesthetic decisions to reimagine 
associated symbolic and metaphorical meanings.   
 A unique feature of this study was the attention paid to intersubjectivity.  This 
was apparent in the research protocol, as the final task was a joint art-making experience 
wherein the co-researchers were invited to, “join me in making artwork to reflect on the 
work we have done, to maybe help make sense of it a bit more.” The objective was to 
perform as arts-based co-researchers, to share the process of art making in order to 
explicate interpersonal dynamics and to encounter knowledge that was developed in the 
previous art-making and transform it into new artwork in order to further understanding.  
Additionally this process provided a termination ritual to provide closure for the 
interview experience.  Across the time of the five different meetings with the different 
co-researchers, as I invited them to participate, I developed better skills in introducing the 
idea of joint artwork.  As I learned from the participants different ways of doing joint 
artwork, I was able to offer subsequent participants a menu of different processes.  We 
discovered several ways to make joint artwork: 1) to share materials and both make 
artwork at the same time on separate works on art (Tracy); 2) to take turns creating on 
one piece of paper (Monica D. and Amanda B.); 3) to work simultaneously on two pieces 
of paper, which were then traded back and forth (Gretchen K.) and; 4) to work separately 
and then combine the two artworks into a final piece (Elizabeth).   Developing these 
different joint art-making methods of working together was part of the negotiation of 
aesthetic decisions.   This was the final step in co-generating artistic data about the 
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research phenomenon under investigation—the process of expressing positive emotions 
within an intersubjective context.  
 In order to construct artwork, decisions about the manipulation of art materials are 
necessary.  In this case, two people were making creative decisions, as interpersonal 
negotiations involving aesthetic decisions took place during the co-construction of the 
joint artwork.  Choices about how to manipulate the physical art materials were 
discussed, agreed upon, and performed.  As co-researchers aimed to encounter the 
previous aesthetic knowledge and push or transform it further, as these choices were 
made, the associated symbolic and metaphorical meanings were re-visited, re-clarified, 
and re-symbolized.  This process and resulting artwork challenged the prior associated 
meanings and evoked further emotions related to encountering this challenge such as 
“having fun,” playfulness, anxiety and pride.  
 Evidence for this theme is provided through the following interview transcript 
quotes, as well as artistic data as displayed in Table 11, Joint Art Pieces. The three stories 
in Appendix J all also provided evidence for this theme; however readers are particularly 
directed towards the story titled, The Place Amanda and I Created.  
Interview transcript excerpts providing evidence:  
 In order to have two people making creative decisions, interpersonal negotiations 
took place involving sharing of aesthetic decisions, art materials and physical space. For 
example, there was checking in with each other about aesthetic decision-making, as 
when, before gluing down the traced hand shape, I asked Elizabeth, “and we’re thinking 
this part’s centered? like that?” and she replied “Yes, do you want to, temporarily, place 
that again, just to make sure,”  I responded, “because I see this hand, I don’t want it to be 
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away from this [indicates heart], I want it to be…” and Elizabeth interjected, “Reaching 
towards it?”  When I asked her, “Is that good?” she both confirmed, “Yes, we’re in the 
right zone” and corrected me when I asked, “Like that, not on top of this one?” “No, I 
don’t want to block the butterflies,” she said.  I checked for understanding: “because you 
want them, (gestures) to come in” which she affirmed, “Yes..fly and float.”  In this 
manner, aesthetic choices were negotiated between us to forward the agreed-upon 
symbolic meaning of the art (which I understood as that the butterflies represented new 
friends coming towards Elizabeth’s life). See Appendix J, An Illustrated Vignette: 
Elizabeth and Gioia.   
 After the second session, co-researchers were asked, what was it like to make art 
together?  Elizabeth found, “I think we created something that’s actually so appealing, to 
me anyway.  It’s very appealing and happy and joyful and positive…and connected.”   
Monica stated, “I liked starting and giving to you and seeing what you would come with, 
then seeing what I would come up with, and..mm, I think that part of it worked really 
well, and certain things, certain placements, and how things were going to go, I feel we 
were right on the same page with that.” Amanda replied, “I’m intrigued by the idea of the 
co-creation process because it equalized the power differential in the way we were 
working, and, I’m intrigued of possibility of equalizing the therapeutic relationship in 
some of those ways to allow for co-creation.”  Perhaps also picking up on this aspect, 
Tracy responded, “It was fun, it’s fun-er to make art together than to be with somebody 
and you’re the only one making the art.”  Likewise, Elizabeth said, “Now this is fun, 
we’re actually hands on the two pieces together.”   
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 Tracy described the entire process including the response art and final 
synchronicity of the thematic elements present in the joint art pieces:  “I did something, 
you understood it, and reflected it back, and added to it, and so I felt understood, and you 
felt understood…and that kind of set up this whole, synchronicity, deal with the 
birdhouse and nest.” (See Appendix J, Tracy & Gioia). Gretchen K. remarked, “I think it 
makes us more aware of our impact on each other, because it’s right in the art.”   The art-
making process was used to aesthetically explore the dynamics of expressing positive 
emotions by generating further art symbols exploring the re-occurring concepts such as 
protection, nurturance, connection, awe, love, or mystery.   
 The joint artwork was a place where the co-researchers’ experience contrasted 
sharply with expectations of what research was supposed to be like, inspiring a running 
joke across cases about how we were “not supposed to be having fun,” because it was 
research, which sometimes is thought of as dry, difficult and boring. Co-researchers and I 
experienced having “fun” during this research study. We marveled at the capacity of joint 
art making to engender “happy” feelings even while taking the process seriously.  “Now, 
this is fun, we’re actually hands on the two pieces together,” stated Elizabeth.  Amanda 
B. said, “I try to make art pretty regularly, but it’s nice and it was fun to have some 
different supplies… it was very fun.”   Our excited discussion of new ideas relevant to art 
therapy practice led to joy and humor, as well anxiety, as Amanda B. reported as she 
compared the first interview to the second: “It actually felt really, it was fun, and it was 
different, I had a little bit more anxiety than I did the first time, just because it was very 
different…the first artwork was all about the materials, and I was just playing with the 
materials, and [then] when we worked together, it was no longer just about the materials, 
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it was about me and the materials—and you! and, that, that was so different, it was its 
own thing, it was fun, and it was really different” (see Appendix J,  The Place Amanda 
and I Created).  
 Intersubjective knowledge created though previous art-making practices was 
transformed into new artwork; as artistic designs and experiences were revisited, repeated 
and amplified, our understanding expanded.  For example, Gretchen K. contributed, 
about the nest in our joint artwork with the pink background: “I like the nest, and …I 
think it symbolizes not just attachment, but self-safety.”  In this way, additional meanings 
beyond attachment were ascribed to the nest symbol. Referencing the multiple meanings 
that could be identified in the artwork, Elizabeth said, “you could find even more layers, 
the more you look.”  Thus, the process of making another artwork both clarified previous 
associations and led to the destabilization of these meanings. 
Artistic data excerpts providing evidence: 
The following table shows the visual art created during the joint art-making 
process (Table 11). 
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Table 11 
 Joint Artwork  
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Additional artistic evidence is found in the three Stories in Appendix J.   
 The joint art-making process involved complex negotiations of decisions related 
to the creative use of art materials in the construction of conceptual or physical products 
of aesthetic value.  As we performed as arts-based co-researchers, we encountered the art 
symbols developed in the previous art-making processes.  Further inquiry into the art 
symbols transformed them into a new artwork, which clarified as well as destabilized 
previous associated meanings.  The process seemed emotionally evocative and was 
characterized as, “fun.”    
Validation Strategies 
 Validation in research is improved by accepted strategies, such as in depth 
engagement and triangulation  (Creswell, 2007).  As outlined in the methods chapter, two 
meetings were held with interested stakeholders as specific validation strategies.  The 
first was the Collaborative Creative Synthesis meeting, the purpose of which was to 
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member check, to gather feedback from the co-researchers about preliminary findings in 
order to increase the trustworthiness of results.  The second was the Peer 
Review/Critique.  The purpose of the Peer Review was to provide increased 
trustworthiness by identifying areas for debate, disagreement and consensus.  This 
feedback identified if the peer reviewers found the study useful and if they were 
emotionally moved, provoked, or inspired, key elements in judging successful arts-based 
research. A summary of both validation procedures is presented below. 
Collaborative Creative Synthesis (See Appendix H for full results).  
 This meeting was held on Sunday, July 7, 2013, for two hours with an optional 
informal luncheon following.  This time was agreed upon after all co-researchers stated it 
worked for their schedules.  The meeting was held in a local art studio.  Four of the five 
co-researchers attended.   The person who was not in attendance later called to say she 
had been sick and that was why she was unable to attended.  The participants heard me 
read the initial list of themes, recite two poems, and viewed the painting, concept map 
and video as well as an exhibit of all 22 individual pieces of artwork created during the 
art interview process.  Participants then filled out an anonymous feedback form, and 
participated in a joint discussion, which they agreed to allow recorded for my later 
review.   
 What follows is a summary of the anonymous feedback forms.  Answering the 
question, how did this presentation affect or inform you, co-researchers found it 
interesting, and found they were “re-experiencing positive emotion when I saw my art 
and when I viewed the video” as well as identifying other feelings, “for example, I really 
resonated with Tracy’s quote of the fear of not being understood.”  Additionally, “The 
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presentation brings me back to the power of art therapy and the art therapist.  The ability 
to influence others, to collaborate, to increase emotions, to soothe, to calm, to enlighten, 
and to leave behind a reminder of those feelings in a visual container”  Another co-
researcher wrote, “You captured my experience in the vignette.  The ekphrastic poem is 
amazing—it made me feel connected to all the other processes even though I wasn’t 
there.  I felt like the collaboration of the artwork and your poem made me feel like I 
was.”   Another co-researcher wrote, “I am concerned you interpreted the Yeats poem in 
a judgmental/cautionary way. To me, that poem it is about offering openness and 
following one’s dreams, which to me relates to the story of the butterflies.”   
 Co-researchers were also asked if the presentation answered the research 
question.  They agreed it did, as well as introducing more questions.  When asked if the 
findings were useful, participants who indicated yes wrote, “it helps me understand my 
own process more as well as what is taking place when I make art with clients” and 
“response art being made from the process helps give more meaning to the art and adds 
another layer of feelings.”   In addition, findings were said to be “provocative” and useful 
for generating more questions, about “what happens in the therapeutic process/space.”   
As reported above, one person stated they were “unclear why it is important to have 
‘positive’ in the research question.  I am much more interested in the intersubjective art 
making experience and I feel like that could happen through expressions of emotions in 
the artmaking—positive or not.”  
 Discussion took place regarding the following topics 1) different individuals 
interpretations of the artwork, 2) changes in the artistic process over time, 3) therapeutic 
applications relevant to art therapy practice, particularly related to response art and joint 
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art-making, 4) the usefulness of focusing on the positive and the necessity to include and 
express the negative, and 5) the value of art therapists doing art therapy research. I found 
the meeting was collegial in emotional tone and useful in gathering essential feedback 
from the co-researchers about preliminary findings.  The information gathered was 
influential on my construction of the stories Tracy & Gioia and Elizabeth & Gioia, found 
in Appendix J. 
Peer Review Summary (See Appendix I for full results).  
 An arts based research peer review or critique, as defined and described in 
Methods Chapter, was held on August 9, 2013 on the campus of Drexel University.  The 
participants heard me read present a PowerPoint outlining the study rationale and 
method, and viewed initial findings in the form of themes, a painting, concept map and 
video as well as an image of  all 22 individual pieces of artwork.  After this presentation, 
a paper questionnaire was passed out, followed by an oral discussion.   With permission, 
this discussion was audio recorded for my later review.   
 Five art therapy professionals with no prior involvement in the study attended.  
Two members of the dissertation committee also attended.  Not everyone in attendance 
completed the questionnaire.   The results may have been influenced by the social 
dynamics of the academic setting as the participants included full and part-time faculty 
members, students, and working professionals, many of who had prior and current 
professional relationships with each other.  In addition, the members of the dissertation 
committee were not in a “peer” position in relation to the co-investigator and actively 
participated in the meeting. I found the Peer Review very useful for identifying areas for 
debate, as well as consensus. 
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 The results of this peer review or critique were mixed.  All respondents felt the 
study to be authentic and seemed trustworthy, and felt connected to the lived experience 
of the co-researchers.  They did see patterns in the aesthetic presentation of the results 
and most found the results useful.  Most also felt empathy for the co-researchers as they 
felt they had heard the co-researchers distinct voices, but only three of five stated they 
experienced a strong emotional response or had new ideas or questions about the topic.  
None came to question their former understanding of emotional expression through art.   
 On paper, they reported they felt inspired, emotionally moved or provoked about 
the artwork, imagery, the participants’ responses, and the demonstration of empathic 
attunement.  The concept of response art and its use clinically was also particularly 
interesting to some of the respondents.  One person stated they were not inspired, 
emotionally moved or provoked, and instead were “more observant and objective.”  This 
person said they felt “no judgment.” 
 The most important patterns, images, symbols, or metaphors were identified as 
nests, birds, eggs, circular mandala forms, “soft, pleasing” colors, holding/containment, 
presence, connection, poignancy and spirituality.  Additionally, co-creation of meaning 
between all the co-researchers was identified as a pattern throughout the study.  The 
results were seen to be useful for art therapists in professional practice because of the 
potential clinical implications of the findings on response art, joint art making, and co-
creation of meaning though intersubjectivity.  One person was unsure exactly how the 
findings addressed the research questions.   
 Additionally, a lively debate occurred about whether the focus on the positive was 
“leading” or “priming” the co-researchers responses, and if so, whether a more objective 
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stance should have been in place.  A discussion about how the co-researchers created 
similar-looking artwork, and how they may have wanted to please each other arose.  It 
was suggested that a desire to please each other might also be a dynamic found in art 
therapist/client relationships as well.  It was debated if this was a limitation of the study 
or simply a result of the question and protocol, which did request artwork about prior 
artwork, thus generating imagery that spiraled around similar artistic and emotional 
themes, which simply resulted in a dynamic to be studied.  It was suggested that the 
research question itself was “leading” because it focused on positive emotions. 
 Additional discussion highlighted the dynamics built into the research protocol.  
The peer reviewers noted that the co-researchers were perhaps at a disadvantage, as their 
artwork was created in my presence at all times, while I made response art privately.   In 
addition, I had a week to make response art while the co-researchers only had the two-
hour window of time during each art interview, during which we also had to discuss each 
piece.  This time limitation was put into place as to not exhaust the co-researchers, but 
was a limitation of the study.   
 The usefulness of my relationally-based position was also questioned in the peer 
review.  While it was acknowledged that I was using my own subjectivity, there was a 
question of how much influence that my personality and presence had on what the co-
researchers and I created.  The question was raised, how did my personality and the 
extremely collaborative process limit what was produced? Was there an “enmeshment” 
process in place? Did my influence override the co-researchers response, or overwhelm 
their voices? After debate, the question was rephrased.  The group then asked not how 
much my presence limited the outcome, but rather simply, how much my presence co-
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produced the outcome.   This chapter aims to answer that question, as it relates to the 
research question and the intersubjective, arts-based philosophical paradigm. Further 
discussion of this issue of subjectivity will take place in the next chapter.    
 I found the peer review meeting had moments which felt very collegial, and other 
moments which seemed almost hostile in emotional tone.  I found this surprising and 
useful for gathering information about areas of debate, disagreement and consensus.  The 
lack of prior information/clarity about the purpose of arts-based research may have 
influenced peer’s responses as well.  The information provided from the Peer Review led 
to the creation of the poem, We Weren’t Sure, and provide further evidence that while the 
study focused on positive emotions, participants resisted conceptualizing emotional 
experience with a false distinction of positive versus negative.   
Final Synthesis Summary  
 Multiple, interactive and linked sources of data inform findings of the study.  
These include the multi-modal artistic forms of visual art pieces, several different kinds 
of poetry, a video, three stories, and the themes, all of which addressed research questions 
relative to what happens in the process of expressing emotions through art making within 
an interpersonal relationship.  Complex, meandering and contained, the themes have been 
necessarily been written in a linear narrative in this chapter, while the art is presented 
amidst the themes, intermeshed, linked, and emergent.   
 An arts-based theoretical model (Figure 9) was constructed to present emergent 
theory of how positive emotions were expressed through art making.  Here, the term 
theory is understood as organized presentation of ideas and concepts that construct 
representations of ideas that matter to the researcher, to allow for description and 
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interpretation of data (Kapitan, 2010, Rolling, 2013).  This arts-based emergent 
theoretical model formed a synthesis, rooted in the data, which depicted the dynamic 
quality of the findings. In this model, the viewer can see how co-researchers expressed 
emotions dynamically through artistic symbols and metaphors involving nature imagery.  
 As relational trust developed in an intersubjective space, emotions such as 
surprise, interest/curiosity, wonder, awe, vulnerabilities, fears and anxieties were made 
visible though artistic creation.  While co-researchers were influenced to focus on the 
positive, many participants resisted conceptualizing emotions in the restrictive duality 
framework of positive emotions versus negative emotions. Authenticity required 
acknowledgment and expression of negative emotions as linked, mediating and even 
powering positive emotions, and the holistic and non-binary nature of emotional life.  
The response art served as an embodiment of empathy and demonstrated 
attunement as it reflected and amplified lived experience.  The response art process also 
raised issues of identity and differentiation between self and other.  Creating the joint 
artwork involved negotiations of aesthetic decisions, and was a way that co-researchers 
reimagined, clarified and destabilized prior associated meanings and evoked further 
emotions.  Overall, the emergence of emotions within the intersubjective art therapy 
relationship might be conceptualized as a progressive and iterative process beginning 
with metaphors of life and nature, development of trust, revelations of emotion, empathic 
responses, reflexivity and joint artmaking creating and causing destabilization, 
deconstruction, reconstruction, and reimagining of perceptions and meanings. 
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Figure 9. The thematic and artistic findings in this study were integrated into what will be 
called an arts-based emergent theoretical model of the dynamics of expressing positive 
emotions within an intersubjective relationship. Theory in this instance is operationally 
defined as an organized presentation of ideas and concepts that construct representations 
of the realties and ideas that matter to the researcher to allow for description and 
interpretation of data (Kapitan, 2010, Rolling, 2013). The emergent arts-based theoretical 
model is constructed in the shape of a spiral with arrows to indicate flowing progressive 
and iterative movement.  Selected joint art pieces represent themes. The process began 
with metaphors of life and nature, co-occurring with the development of trust that 
allowed for revelations of holistic emotions concurrently with destabilization of 
positive/negative emotions.  The empathic responses reinforced trust; joint artmaking 
created destabilization and reimagining of emotional perceptions and metaphorical 
meanings.  
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Additional perspectives were provided during the validation procedures that consisted of 
the Collaborative Creative Synthesis and Peer Review meetings.  These meetings lent 
supplementary evidence that was incorporated into the artistic and thematic findings, 
particularly as they brought to the fore this resistance to conceptualizing emotions as 
simply positive versus negative.  The issue of whether or not it was useful to focus on 
positive emotions was debated throughout the review of the academic literature, 
throughout the feedback during the development of this study from the Dissertation 
Committee, in the Collaborative Creative Synthesis meeting of the co-researchers, and in 
the Peer Review/Critique, and will be addressed in the discussion chapter as well.      
 Collectively, respondents stated they felt the study to be authentic, as they 
connected or re-connected to the lived experience of the co-researchers (see Appendixes 
H and I).  Overall, most stated that the research question was answered adequately and 
found the findings useful or provocative.  Respondents concur that the co-researchers’ 
distinct voices were heard, both literally and through visual art, a quality highly valued in 
the paradigm from which this research springs.  Finally, the validation procedures 
highlighted the utility of the findings in evoking emotions. 
 In arts-based research, validity is obtained through wide public critique (Kapitan, 
2010; Sullivan, 2010).  Throughout the dissemination process, responses and feedback 
from appropriate audiences will make it evident if the research consumer is deeply 
moved.  This aesthetic knowing, which can include deeply personal emotional, 
embodied, and spiritual understandings produced by the aesthetic power of the work of 
art, is an emerging key criteria for the utility of arts-based research (Chilton & Leavy, in 
press).  The validity of the research depends, in part, on the emotional knowledge 
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developed through the empathic resonance the work generates within the viewer.  
However, aesthetic evocative power is only useful if the research aims to enable research 
consumers to participate in an intersubjective construction of knowledge, a form of 
public scholarship in which research consumers potentially develop deep insight by using 
the power of their imagination to experience another point of view (Chilton & Leavy, in 
press; Lafreniere & Cox, 2012).    
 Therefore, an aspect of the public critique that provides validity for the study is 
the resonance audience members such as you, the reader, have with the work.  In order to 
explore this aspect, in keeping with the philosophical paradigm guiding the study, I 
suggest that the reader evaluate the emotional response they may have had while 
reviewing this study’s findings through making some form of art in response.  This may 
access a different form of knowledge than the traditional intellectual or logic-based forms 
of evaluation found in scientific discourse as usual.  Critiquing the arts-based products of 
the study in this way would be in keeping with the paradigmatic beliefs undergirding the 
study; namely, that creating artwork is an essential purveyor of knowledge which aids us 
in understanding and examining human experience.  
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CHAPTER V: DISCUSSION 
The purpose of this chapter is to discuss the major findings of this study in the 
context of relevant literature, identify the potential transferability to clinical applications, 
detail the limitations of the research, and provide implications for future research. I 
condense the findings and provide clear and useful interpretation, meaning, synthesis and 
recommendations relevant to theory and practice in the professions of art therapy, 
psychotherapy, and positive psychology.   This discussion also reviews evaluation criteria 
for arts based research and suggests ways to evaluate the methodological credibility of 
the present study.  Subsequently, specific recommendations for future research topics and 
arts-based research practice are listed and a summary concludes the chapter. 
Interpretation of Findings 
This research addressed a multifaceted problem involving a gap in knowledge 
about the complex and dynamic processes of emotional expression through art making 
within an intersubjective context, which is may be key to the therapeutic action occurring 
in art therapy.  The research question asked, what are the dynamics of expressing positive 
emotions within the intersubjective art-making process?  Sub-questions included:  How 
are positive emotions expressed through art making?  What happens emotionally, 
cognitively, artistically and relationally in the process of expressing emotions through art 
making within an interpersonal relationship?  What meanings can co-researchers find in 
the patterns, images, symbols, metaphors, stories, themes, configurations, structures, 
designs or colors that may emerge from the visual, verbal and relational expression of 
positive emotions?  
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 The art therapy participants (N=5 pairs), from the Mid-Atlantic area of the United 
States, answered this multi-part research question through a structured artistic inquiry, 
which revealed the emergence, expressive process, function, and interpersonal meaning 
of artistic symbols and metaphors within the intersubjective context.  These experiences 
were documented, the transcripts were read and reread using memoing, and I responded 
to the data artistically, then organized, aggregated, and analyzed it and produced further 
artistic responses, and a preliminary integrated emergent arts-based theoretical model.   In 
this study, theory is viewed as an organized presentation of ideas and concepts that 
construct representations of the realties and ideas that matter to the researcher to allow for 
description and interpretation of data from this study (Kapitan, 2010, Rolling, 2013). 
The themes that factored into the conceptualization of an emergent arts-based 
theoretical model were: 1. Co-researchers made emotions visible through artistic symbols 
and metaphors of nature imagery; 2. Relational trust led to expression of holistic 
emotional life; 3. Response art served as an embodiment of empathy; 4. Joint artwork 
involved negotiations of aesthetic decisions to reimagine associated symbolic and 
metaphorical meanings.   The following paragraphs will address each theme, its relevance 
to the literature and its relevance to the arts-based theoretical model. 
1. Co-researchers made emotions visible through artistic symbols and metaphors of 
nature imagery  
The findings suggest that the co-researchers made emotions visible through 
artistic symbols and metaphors of nature imagery in the art they created.  In other words, 
through the artistic construction of metaphors and symbolic associations involving nature 
imagery, such as nests that were said to reference holding, contentment, or containment, 
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co-researchers expressed emotions that symbolized the intersubjective art making 
experience.   These symbolic expressions changed over time, as the art object was 
constructed and new art objects were created in response, becoming representative of 
layers of intersubjective emotional experience.   
Yet notably, there were striking similarities between the co-researchers’ initial 
artworks.  These metaphors and symbols were co-constructed and contextualized within 
the warm interpersonal collegial relationships, culturally situated between art therapists 
who were appeared to identify as  white women. The initial independent selection of 
imagery of butterflies, flowers, birds, nests, and little girls by multiple participants raises 
interesting questions about why these images were appealing and what the co-researchers 
were expressing about their relational experience in this particular context.  In the 
literature, the symbol of the child has been equated with the innocent, who “wants to be 
loved and a part of things,” socially accepted and provided with maternal love, 
sustenance and care (Cooper, 1978, Pearson, 1991, p.32).  Perhaps this corresponds to the 
initial experience as in the role of an art therapy client, co-researchers made art with the 
provided art supplies which acted as sustenance, in a “peaceful and protected 
atmosphere,” in which “people can be metaphorically ‘held,’” (Rubin, 1999, pg. 142).  
Another repeating image was that of flowers, used in the United States as gifts to 
mark celebrations, rituals, and funerals, and reportedly representative of beauty, 
receptivity, femininity, spiritual flowering, life after death, potentials that bloom, or even 
“the fragile quality of childhood and the evanescence of life” (Cooper, 1978, p. 70; B. 
Walker, 1988).   Taken together, this imagery of flowers, little girls, hearts and so forth 
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found in the study may seem conventionally feminine and even stereotypic of how 
positive emotions are traditionally expressed within United States mass culture.   
This common imagery and relationally based emotional space led to the theme 
concerning the nature of relational trust in the intersubjective space and was represented 
in the close positioning of identical nestling eggs in the Birth of Intersubjectivity artistic 
response painting (Figure 6).  The desire for similarity or sameness as represented in 
imagery may require further investigation, relative to individuals’ experiences of the 
initial stages of relational trust or attachment within an art therapy relationship.  For 
example, did the art therapy context, in which art making is an expectation, led to the 
desire for similarity, and/or could this desire for similarity be related to the initial trust-
building stage of the simulated therapeutic relationship? 
Questions about the influence of gender and professional culture arose related to 
the similarity and prevalence of the imagery, as stated by a co-researcher on the member 
checking form: “Would these themes be the same with male art therapists?  With a 
different researcher? Or different materials?”  Beyond our gender, profession, and use of 
art materials, an additional commonality was  the influence of my presence with all of the 
co-researchers.  Did my presence somehow induce the use of flowers, birds’ nests, and 
little girls? Perhaps I demonstrated what one co-researcher termed, the power  of the art 
therapist “to influence others, to collaborate, to increase emotions, to soothe, to calm, to 
enlighten, and to leave behind a reminder of those feelings in a visual container” 
(Appendix  H). 
 So, the co-researchers in the current study used visual imagery of pastoral 
wildlife in their artwork, to express and uncover emotional knowledge through nature 
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imagery.  However, the meanings of this imagery may represent multiple and shifting 
cultural and personal associations, as well as meta-verbal aesthetic knowledge that is 
challenging to articulate in words.  Referencing the Greek philosopher Plotinus, Inge 
(1918) wrote of how people have long used imagery from the natural world to make 
sense of the ineffable, as “it is in natural beauty that the spiritual world is most clearly 
revealed to our senses” (p. 76).  However, viewing nature/spirit dichotomously is as 
artificial a distinction as that of positive/negative emotions, and not useful for an 
integrative aesthetic, emotional, spiritual and intellectual praxis.  As Reason (2007) 
argues, citing Bateson, locating the unity between the aesthetic and the sacred and 
“accessing the lost sense of interconnectedness and intimate interdependency” between 
humans and our global environment is critical to recovering the “sacred dimension of our 
being” necessary for our planet’s survival (p. 34).   Further, “artistic process, as both 
creative activity and active appreciation, is a tool for recovering the grace of 
embeddedness in the natural world” (Reason, 2007, p. 34).  As was discussed in the 
literature review, human aesthetic experience is a participatory gateway to this holistic 
connectedness, essential for survival, evolution, and global well-being (Bradbury & 
Reason, 2008; Csikszentmihalyi & Robinson, 1990; Dissanayake, 1995; Reason, 2007). 
The discovery that vivid artistic symbols can make visible to self and other the 
subjective experience of emotions is not a new idea in the art and art therapy literature 
(Hinz, 2009; Kramer, 1971; Langer, 1957; Merleau-Ponty, 1964; Seiden, 2001).  Recall 
that symbols can prompt powerful emotional connotations related to the surrounding 
cognitive ideas, which may be inaccessible or unconscious (Clore & Huntsinger, 2009, 
Izard, 2009).  For example, the bird’s nest symbol, which was independently used in 
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artwork created by Monica D., Gretchen K., Amanda B., and Tracy, and then 
subsequently used by myself in response (see Table 8), has been repeatedly used in art 
therapy research on attachment security (Kaiser, 1996; Kaiser & Deaver, 2009).  Within 
the art therapy community and beyond, this symbol can represent attachment.  That is, 
individuals can make cognitive-emotional associations from a representation of a bird’s 
nest to memories and images of their experiences of nurturing acts of care, such as a 
parent gives child.   
Images of butterflies were another reoccurring image (see Table 8), used in all of 
the co-researchers’ artwork. The butterfly as a symbol has been said to represent the 
psyche, the soul, joy, love, transformation, and rebirth (Cooper, 1978; B. Walker, 1988), 
however in this study individuals identified personal meaning.  For instance, Elizabeth, 
grieving the loss of a “best girlfriend,” stated, “Butterflies were to represent potential new 
people coming into my life.” Tracy, who followed the butterflies to discover the 
revelation of the meadow, also associated following butterflies to “following one’s 
dreams.”   The artful images could connote these personal and perhaps other collective 
condensed or unconscious ideas, shifting over time, like a map open to refolding, open to 
reinterpretation and resymbolization. 
A fear I voiced during the study was that the imagery in the artwork, which 
included these bird’s nests and butterflies, hearts and little girls, could be “discounted” of 
this power due to its feminine, cute quality.  Ngai (2012) discussed the aesthetic category 
of cuteness, along with that of the interesting—which also appeared as an affective 
response in this study—and the zany, linking these three categories to our larger “system 
of aesthetic judgment or taste” (p.11) of commodities in post-modern capitalistic culture.  
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Cute objects, Ngai (2012) wrote, are associated with the feminine, and produce a strong 
affective pull towards care and affection toward that which is identified as cute.  At times 
this quest for intimacy can become a desire to merge with, as in seen in the Winncottian 
transitional object (Winnicott, 1971).  Through simultaneous eroticization and 
infantilization, “cuteness is a way of sexualizing beings and simultaneously rendering 
them unthreatening” (p. 72) resulting in the “unsuspecting power of …exaggerated 
powerlessness” (p.100), that ironically becomes aggressive in a power struggle of 
surprising complexity (Ngai, 2012).  Ngai (2012) states  cute objects “demand” a 
particular emotional response that can “produce the sense of being strong armed or 
manipulated by cuteness, a secondary feeling that can paradoxically undermine the 
aesthetic power of the original feeling” (p. 98).  This sense of being manipulated in a 
disingenuousness manner, as in contemporary advertising culture, may have been what 
the peer reviewers resisted so strongly.  Through an extensive discussion of Adorno’s 
Aesthetic Theory (1997), Ngai concluded that the cute demonstrates “art has the power to 
not only reflect and mystify power but also to reflect on and make use of powerlessness” 
(p.109).   Perhaps the use of the “cute” imagery—butterflies, little girls, birds’ nests—in 
this study was an example of how the co-researchers turned vulnerability or 
powerlessness into aesthetic power.  
In addition to content, the formal art elements such as color and shape served to 
evoke associated meanings.  The use of color has been associated with expression of 
emotions by art therapists and others (Clarke & Costall, 2008; Hieb, 2005; Kramer, 1975; 
Levy, 1984; Lusebrink, 1990; Naumburg, 1966; Seiden, 2001).  Seiden (2001) asserts, 
“color, of all the [art] elements, most closely resembles human feelings or emotion” (p. 
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77) in its impact, associations, and fluidity.  The use of vivid or unconventional colors 
and fluid media are theorized to evoke strong emotions as well as to represent them 
(Hinz, 2009).  Research has also shown that individuals associate colors with both 
positive and negative emotions (Kaya & Epps, 2004).  
In the current study, similar colors such as soft blues and greens accented by 
warmer reds, yellows, oranges and pinks, can be seen in the artwork cross-cases (see 
Table 8).  These colors carry and prompt emotions, as when Elizabeth identified the 
purple in my response art as a “spiritual” color or when Amanda B. described her artwork 
by saying, “it feels like, there’s these colors; which make it up and each have their part.”  
The colors symbolically represented emotions, thereby reinforcing the aesthetic power of 
symbolic forms, to create further associated and constructed meanings. 
Another area of interest in the formal art elements of the artistic results is the use 
of the shape of the mandala, a term for the circle form used in many of the artworks 
created during the study (see Table 8). As well as rectangular white, gray, and black 
drawing paper, I provided a set of colorful round circular cardstock, the color of which 
may have caught the eye of the co-researchers.  The mandala is a worldwide symbol, 
used in art therapy techniques, and is a form that is said to represent the “enclosure of a 
sacred space,” and/or harmony, wholeness, integration,  the cycles of life, nature, and 
time (Betensky, 1977; Cooper, 1978, p. 103; Hinz, 2009; Jung, 1986; B. Walker, 1988).  
The mandala form, used in the art of 5 of 5 research pairs (see Table 8), was perhaps 
employed for its synthesis function, as it can  suggest a unified whole.  Notably, 
mandalas were not used in the data analysis painting, The Birth of Intersubjectivity, 
which was a key product of the creative synthesis.  Perhaps the need at this time was not 
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for integration, but differentiation—a topic discussed below in reference to the response 
art—as the two egg forms in the painting are similar yet distinct.   
Initially, co-researchers created symbolic stories and metaphors stories within the 
art interviews about their artistic creations.  Subsequently, I created further symbolic 
stories and metaphors in different art forms, such as the video, poetry, illustrated 
vignettes, and through and about the painting.  Thus each research pair built over time 
verbal and non-verbal symbolic and metaphorical agreement about emergent meanings.  
The sudden “revelation” of Tracy’s discovery of the butterfly meadow, which the art 
imagery “held” for later contemplation; the birds placed in a nest, content to protect eggs 
and/or the world in the art Gretchen K. and I created, Elizabeth’s association to the little 
girl figure as “vulnerable,” the “powerful” image of “our girl grown up,” emanating 
butterflies that Monica D. and I formed, the gamboling faun playing in the space Amanda 
and I constructed—these were all storied with meaning imbued into the simple art 
supplies by a process of artistic search and discovery. All of these stories revealed aspects 
of the lived experience of the researcher pair.  The art products, as research outcomes, 
wove narratives that helped serve as a means of integration and understanding through 
empathic connections (Leavy, 2012; Tomasulo & Pawelski, 2012).   
 As was shown in the emergent arts-based theoretical model, as portrayed and 
defined in the results chapter, (Figure 9), this theme concerning how emotions were made 
visible through symbols and metaphors is linked to others in a dynamic way, as 
iteratively, the response art and joint artwork processes also used nature imagery symbols 
and metaphors to make visible emotional realities.  These potentially powerful artistic 
symbols and metaphors were created within a context of intersubjective art making 
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process, which brings us to the next theme, that of relational trust leading to the 
expression of holistic emotional life.   
2. Relational trust led to expression of holistic emotional life  
This section will address the findings relative to intersubjectivity, positive and 
negative emotions, the broadening function of positive emotions, and the transformative 
capacity of artmaking in a context of relational trust.  In the study, co-researchers used 
the physical art materials, the environment and the interpersonal relationship as a space to 
express connection, comfort, empathy, and safety, as well as vulnerability and anxiety.  
So within this space, holistic emotional life was expressed through artistic form, 
behavior, conversations and reflection.  That is,  both positive, negative and nuanced or 
mixed emotions were expressed, and to be authentic required acknowledgment, 
exploration, and expression of this range of emotions. The authentic is aesthetic 
(Franklin, 2012; Hervey, 2004) and in an iterative loop brings an interpretive vitality.    
The intersubjective emotional experience is a form of knowledge symbolic of 
multi dimensional emotional experiences.  Due to the multi dimensional and often pre-
verbal nature of this type of expression, the Deleuzian rhizome metaphor may be helpful 
in understanding it.  Intersubjective emotional knowledge may include growing, linked 
antecedents, artifacts, or clues to other emotional experience like “a map that must be 
produced, constructed, a map that is always detachable, connectable, reversible, 
modifiable, and has multiple entranceways and exits and its own lines of flight” (Deleuze 
& Guattari, 1987, p. 21).  Emergent emotional activity generated new urges, thoughts, 
feelings, sensations, which were packed, unfolded, and re-discovered over the time of the 
study.   
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Recall that this study focused specifically on how positive emotions are expressed 
through art making and how meaning about this expression is developed in art therapy-
like environments because the theoretical broadening effects of positive emotions may 
widen perceptions and build social and psychological resources which, in an upward 
spiral, leads to increased wellbeing (Fredrickson, 2004; Seligman, 2011).  Positive 
emotions were defined as desirable and adaptive experiences that feel good (Fredrickson, 
2009), as in the experiences that co-researchers labeled gratitude, interest, love, hope, and 
awe.  However, there was a reoccurring misconception that focusing on the positive 
meant negating or ignoring negative emotional experience, which also was expressed in 
this study as anxiety, grief, loss, and fear.  Negative emotions are also potentially 
desirable and adaptive experiences, even if they do not feel good.  
Furthermore, in the positive psychology literature, it is well recognized that one of 
the “big questions” is, “can we separate the positive from the negative?” (Ciarrochi, 
Kashdan, & Harris, 2013, pp. 21-22; Lazarus, 2003).  
Given that fear, sadness, and guilt are useful, life-enhancing emotions that play a 
 major role in building a rich, meaningful life, is it fair to call then “negative”?  
 Would we do better to talk about “pleasant” and “unpleasant” emotions rather 
 than “positive” and “negative”? (Ciarrochi, et al., 2013, p. 23) 
A key finding was that participants resisted conceptualizing emotions as positive versus 
negative.  Questions emerged such as, was it useful to focus on positive emotions? Was 
the divide between positive and negative emotions too simplistic or unrealistic? What 
about significant bittersweet experiences such as  poignancy, a mix of emotions that 
occurs when one faces meaningful endings (Ersner-Hershfield, Mikels, Sullivan, & 
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Carstensen, 2008)?  To this point, recent fMRI research indicates there are both shared 
and specific neurological mechanisms which underlie regulation of positive and negative 
emotions (Mak, Hu, Zhang, Xiao, & Lee, 2009) indicating that positive and negative 
emotion are both distinct and similar.    
As mentioned in Chapter 4, some of this debate stemmed from the erroneous 
assumptions people made about positive psychology and the study of positive emotions.  
A closer look at the positive psychology literature indicates that the broaden-and-build 
theory of positive emotions (Fredrickson, 1998, 2004) always recognized the importance 
of negative emotions and identified beneficial ratios of positive-to-negative emotions, 
recognizing that both kinds of emotions have evolutionary survival value (Fredrickson & 
Losada, 2005).  While recent work has led some to question the mathematical 
formulations that helped popularize the recommended minimum three-to-one ratio of 
positive-to-negative emotions (Brown, Sokal, & Friedman, 2013), other evidence 
continues to support this theory (Fredrickson, 2013) which emphasizes the value of a full 
range of emotional experience.  A recent articulation of the broaden-and-build theory 
makes clear that: 
Negative emotions carried adaptive significance in the moment that our human 
ancestors’ experienced them, as their associated action urges—for example, to 
fight, flee, or spit—drove behaviors that saved life and limb in dire circumstances. 
Positive emotions, by contrast, carried adaptive significance for our human 
ancestors over longer time scales.  Having a momentarily broadened mindset, 
after all, is not a key ingredient in the recipe for any quick survival maneuver. It 
is, however, in the recipe for discovery: discovery of new knowledge, new 
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alliances, and new skills…. Little by little, micro-moments of positive emotional 
experience, although fleeting, reshape who people are by setting them on 
trajectories of growth and building their enduring resources for survival. 
(Fredrickson, 2013, p. 2) 
To use this quotation to help set aside, for now, the straw-man argument that focusing on 
positive emotions might somehow imperil needed attention to, or expression of, negative 
emotions, and the question of what to call such complex emotional life, I wish to instead 
turn our attention to a discussion of the evidence found in this study related to the 
broaden-and-build theory outlined above.  
This study included specific moments in which the positive emotions generated 
trust within the intersubjective art-making process that may have induced a wider scope 
of awareness and vision.  An example of this is the response of Gretchen K., who made 
art representing her negative emotions about work chaos, and feeling barren in terms of 
her creativity, as well as positive emotions about contentment at home.  She said, “it felt 
good to make a piece focusing just on the positive emotion, from that [initial art] piece; it 
made that emotion larger and more real… it made a bridge…It’s  clarified things, I feel 
like I have a little more insight.”  This construction of new self-knowledge could be 
evidence of the broadening function of positive emotions, and the transformative capacity 
of artmaking.   
An enlarged awareness could describe a new “insight,” which is defined in the 
literature as involving increased clarity of understanding one’s self-reflective thoughts, 
feelings and behavior (Grant, Franklin, & Langford, 2002).  Likewise, an expanded sense 
of consciousness seemed to be present in my responsive experience of elevation recorded 
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in an audio memo subsequent to completing the data collection: “it's life changing in a 
way I cannot describe to you; it's breaking my heart open and making it grow.”   The 
combination of the pleasurable aspects of making art, self-expression and warm and 
collegial interaction did seem to spark positive emotions that momentarily broadened 
mindset, supporting an interpretive framework in which additional new ideas and insights 
were generated.  These moments of surprisingly sudden expanded awareness—literally 
illustrated in the painting, and seen in the video, as well as vignettes and poetry—did 
seem to lead to new resources such as collective emotional and artistic discoveries.  Said 
another way, we found intersubjectively constructed positive emotions, enacted through 
laughter and moments of intimate attentiveness to one another, helped to lighten and 
widen understanding.  This led to the generation of new insights, such as the discovery of 
the resistance to a dichotomous viewpoint on emotions.   
As referenced in the Gerber et al. (2012) article on arts based research as 
pedagogy, as we transitioned from “levels of transcendent artistic consciousness in which 
the cognition is sensory, pictorial, nonverbal, and non-linear” into discussions of artwork 
and meaning-making processes in the second interview. We found that further forms of 
artmaking helped in creating “bridges between these different levels of consciousness and 
knowledge” (Gerber et al., 2012, p. 46).  As we iteratively built connections between 
different ideas, symbols and emotionally expressive moments through our artistic inquiry 
did the positive intersubjectively constructed emotions broaden our scope of awareness to 
enable moments of transcendent artistic consciousness and new perceptions, thoughts and 
feelings, which spiraled upward towards new generation of meaning?   Did the dynamic 
dialectic interaction between so-called positive and negative emotions create new insights 
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and levels of consciousness?  Was this what we gave birth to in the transcendent moment 
illuminated in my painting?  
The dynamic dialectic interaction between both positive and negative emotions 
was depicted through the art, and shown as interconnected and interdependent, shifting 
and co-constructed.  In the end, perhaps the focus on positive emotions simply provided a 
safe and enjoyable starting place from which to explore deeper complexity of emotional 
experiences.  Or, did the emphasis on positive emotions limit or suppress expression of 
the full rainbow of emotional life, as peer reviewers wondered? This question can also be 
posed, did our natural emphasis on and concern about negative emotions (Baumeister, 
Bratslavsky, Finkenauer, & Vohs, 2001) limit or suppress expression of positive 
emotions, also part of the full rainbow of emotional life?  Perhaps some of the difficulty 
participants had with finding words to verbally express these holistic and interwoven 
experiences was due to the limited vocabulary we have for such experience.  Yet is it not 
the role of the artist to help with this conveyance of the ineffable nuances of life?  We 
know science may state meanings, but the arts express them (Dewey, 1934) and 
expression and regulation of emotions through art expression within a therapeutic 
alliance may be key to art therapy’s function.   
A recent small but well-designed study of psychotherapy clients using fixed-
effects hierarchical linear modeling provides evidence that the mixed emotions of 
happiness and sadness are associated with and have a prospective relationship with well-
being (Adler & Hershfield, 2012).  These researchers speculated that those who 
experience “concurrent happiness and sadness through the course of therapy may be, in 
essence, making meaning of negative events [by]… confronting and processing the 
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events that ultimately led to sadness or negativity” (Adler & Hershfield, 2012, p. 9).  
They recommended that future research examine if meaning-making is a mediating link 
between the expression of emotions and psychological wellbeing.   In the current study, 
both expression and meaning-making appeared to occur for a range of emotions. 
Specifically, co-researchers said they expressed and explored emotions such as 
awe, wonder, elevation, gratitude, contentment, barrenness and loss in discussions of 
their artwork.  Positive emotions such as gratitude, admiration, and elevation have been 
identified in the literature and are associated with social connections that are co-
constructed between individuals (Algoe & Haidt, 2009).  Art therapy—and art-based 
research—is said to be particularly appropriate for the exploration of these 
intersubjective, transcendent or spiritual human experiences due to art’s capacity to 
express the ineffable (Bell, 2011; Hieb, 2005; McNiff, 1998; Wood, Molassiotis, & 
Payne, 2010), and this study explored this. 
For me, the data-analysis painting, Birth of Intersubjectivity, inspired by the joint 
and individual artwork, particularly illuminated the aesthetic cluster of emotions 
surrounding transcendent awe.  “Being moved or awed, being full of wonder, admiration, 
bliss, ecstasy, fascination, harmony, rapture, solemnity” result from so-called “aesthetic 
emotions” which are “produced by the appreciation of the intrinsic qualities of the beauty 
of nature, or the qualities of a work of art or an artistic performance” (Scherer, 2005, p. 
706).  Keltner and Haidt (2003) theorized that the emotion awe involved two central 
features, perceiving something as vast and having difficulty accommodating this stimulus 
into what is currently known.  Like surprise, awe can have a positive or negative 
valiance.  This is an aspect viewers can see co-researchers address in the Art of Positive 
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Emotions video, during the conversation about the feeling of love becoming a powerful 
tornado-like form in the joint artwork, depicting, perhaps, the “shadow side” of the 
emotion.  
The study’s findings suggest that relational trust was an important factor in the 
process of expressing these holistic emotions within an interpersonal relationship.  In 
psychotherapy, relational trust is thought of as growing within a “holding environment,” 
a term widely adapted from Winnicott (1960).  The holding environment refers to a 
supportive psychological space, which, in a relational perspective, includes secure 
interpersonal attachment that creates a trusting atmosphere.  As Bowlby (1988) wrote, 
“unless a therapist can help his patient to feel some measure of security, therapy cannot 
even begin” (p.159).    Decades of research show “the development and maintenance of 
the therapeutic relationship is a primary curative component of therapy and that the 
relationship provides the context in which specific techniques exert their influence” 
(Lambert & Barley, 2001, p. 359).  Given this information about the importance of 
relational trust and therapeutic relationship in psychotherapy, the findings of this study 
are relevant to art therapy in so far as they shed light of the dynamics of this relationship, 
limited of course by the time span and the pseudo-art therapy environment.  
This context of relational trust permitted the meandering and containment in the 
art-making, where creativity could be enacted for purpose of emotional expression.  In 
the theoretical model (Figure 9), we can see visually that this theme was central.  The 
relational trust held a psychologically safe space for art-making processes to unfold.  This 
space allowed layered and emergent meanings to develop through the construction of 
response art, which served as an embodiment of empathy, another interwoven theme.   
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3. Response art served as an embodiment of empathy 
The following section on the theme of response art provides a definition of the 
terms empathy, empathic resonance, and empathic attunement, a discussion of response 
art in the art therapy literature, and a consideration of the importance co-researchers 
placed on self-differentiation.  In this particular methodology, response art was shared 
with the participants to reflect, discuss and clarify perceptions and emotions related to the 
interview experience.  The co-researchers, in turn, were then able to provide verbal and 
artistic feedback about their experience of the response art.  Co-researchers described 
positive emotions after seeing their experience amplified or mirrored by viewing the 
response art.  My response art was a physical embodiment of my empathic response to 
their emotional experience, perceptions, artworks, and our discussion.  The response art 
communicated this understanding via the capacity of the art symbols to evoke a way of 
knowing the other through empathic resonance (Franklin, 2010; Fromm & French, 1962; 
Vanaerschot, 1997).   
Empathy has long been identified as an important element in effective 
psychotherapy (Rogers, 1951) although modern definitions of empathy are complex 
(Gibbons, 2011).  Empathy can be defined as “an intersubjective induction process by 
which positive and negative emotions are shared, without losing sight of whose feelings 
belong to whom” (Decety & Meyer, 2008).  Brain science provides a definition involving 
three separate neuroanatomically-based sub-processes, emotional simulation, perspective-
taking, and emotion-regulation (Elliott, Bohart, Watson, & Greenberg, 2011).   Recall a 
discussion of this topic in the literature review, related to how emotional regulation 
involves changing one’s emotional response, to modify or amplify specific emotional 
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experience using cognitive and emotional regulatory strategies (Dirkx, 2006, Kappas 
2011, Moses & Barlow, 2006; Rottenberg & Gross, 2007).  Therapists’ skills in 
emotional simulation/regulation, imagining the perspective of another, performance of 
verbal and non-verbal expressions of empathy, and ability to perceive empathetic 
resonance are essential components of their ability to establish therapeutic alliances.  
Therapists’ embodied and reflective process of empathy enables a deep understanding of 
both self and other (Finlay, 2005).  
Clients’ experiences of received empathy and judgments of empathic accuracy 
between themselves and their therapist are integral to the complex dynamics of empathy 
in psychotherapy.  While the “key question of whether empathy is causally related to 
therapeutic outcome—as opposed being merely a correlate of it—cannot be answered 
unequivocally” a current meta-analysis of process-outcome studies found that the “most 
robust evidence is that clients’ perceptions of feeling understood by their therapists relate 
to outcome” (Elliott, et al., 2011, pp. 41-47).  Other researchers concur that empathy is an 
essential factor in successful psychotherapeutic treatment, rooted in experiences of 
common humanity (Gibbons, 2011; Moyers & Miller, 2013), using the felt sense of the 
therapist as a way of knowing about the client (Vanaerschot, 1997).  
Empathic resonance is a construct that is relevant to art therapy and 
psychotherapy as well as to methodological discourse related to arts-based research.  
Empathic resonance is emotional knowledge of the imagined experience of another 
through an induction process of corresponding tacit felt sense to increase interpersonal 
perception (Vanaerschot, 1997).  Either client or therapist may experience empathic 
resonance.  Emphatic attunement referrers to the therapist’s effortful, deliberative lived 
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experience of empathic resonance (Decety & Ickes, 2011).  Greenberg and Elliott (1997) 
wrote 
Empathic attunement to affect is one of the core ways of being therapeutic 
because empathic attunement and its communication are key aids in the 
construction of self experience. They help the client to symbolize inchoate 
emotional meaning, and this aids affect regulation and strengthening of the self as 
well as exploration and discovery. (p.185) 
This study demonstrates a particular way that an art-making process can help symbolize 
inchoate emotional meaning and embody or physically manifest attunement.  As the 
response art reflected and amplified lived experience, this mirroring strengthened the 
benefits of the original expression and provided through new artistic forms an additional 
perspective.  
Empathic resonance was seen in the study’s use of response art, as art therapists 
have also reported (Fish, 2012; Franklin, 2010; B. L. Moon, 1999).   Creating response 
art might be helpful for intensifying empathy through an interpretive dialogue (B. L. 
Moon, 1999) and/or providing a way to “navigate difficult interpersonal terrain” (Fish, 
2012, p. 140). “Crafting these data into empathic art expressions is a strategy that can 
enhance the therapeutic alliance by reflecting internalized, embodied, resonant material 
back to the client” wrote art therapist Franklin (2010, p. 164) 
Yet, co-researchers also noted the importance of clear differentiation between self 
and other in the response art discussions.  As Monica D. said, “you’re not trying 
to…make my experience different [instead] you’re..saying, ‘Oh, this is what I 
experienced as I result of that.’”  Co-researchers discussed how they felt empathic 
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resonance while also seeing my unique point of view as a person and artist.  This became 
an intersubjective, shared experience of empathic attunement, not just facilitated but jet-
fueled through the powerful communicative properties of the symbolic art imagery.   
While my painting shows two uniform eggs, and my poetry spoke of this desire 
for alikeness—“our similarities comfort us, our debates upset”—the co-researchers and I 
had actually had different responsibilities in the study. The peer reviewers noted the role 
differences and inequalities embedded in the research protocol regarding issues such as 
who was able to make art without a time limit or audience.  While the co-researcher 
group was homogeneous in many respects such as assumed racial identity, gender, 
educational background, and general geographical location, I also surmised differences 
between group members, such as age, professional status as measured by years in the 
field, and economic status, although I did not formally collect this data. Likewise, while 
on first glance the artwork had similar content, such as butterflies, unique details were 
apparent in each piece of art upon further examination.   The issue of sameness and 
difference was raised in the joint artwork process as well.  
4. Joint artwork involved negotiations of aesthetic decisions to reimagine associated 
symbolic and metaphorical meanings.    
In this section, joint artwork will be placed in context of art therapy techniques, 
and a discussion is provided relative to transformation via roles shifts, destabilization and 
resymbolization.  Traditionally in art therapy, joint artwork is done with families or dyads 
working together on one or more art pieces to reveal and improve interpersonal dynamics 
(Rubin, 1984).  In this study, joint artwork involved negotiations of aesthetic decisions to 
reimagine associated symbolic and metaphorical meanings.  This meant that through the 
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joint art making co-researchers destabilized, deconstructed, reconstructed, and 
reimagined symbolic and metaphorical meanings of the art.  This art activity was found 
useful by myself and the co-researchers for producing last summations of symbolic 
content and providing closure, as well as revealing interpersonal dynamics as the pairs 
experienced warm amusement, humor and joy in creating together, as well as manageable 
anxiety.   
I wondered if these positive emotions were a result of feeling more comfortable as 
trust built over time, as we shifted roles from the artificial therapy-like situation of the 
first session, to reviewing my response art, which put me in the artist role, to the final 
invitation to create together playfully as peers.  As Tracy said, “it’s fun-er to make art 
together than to be with somebody and you’re the only one making the art.”  Amanda B. 
identified that “the co-creation process…equalized the power differential in the way we 
were working,” and wondered about how joint artmaking might effect a therapeutic 
relationship.  While fears of joining with, enmeshment, or merging with the therapist  
may be a danger with some clients, as Pienkos and Sass (2012) note, in the joint art 
making co-researchers did not seem overtly fearful of this, perhaps due to their clinical 
training, robust individuation and sense of self boundaries.  
The joint artwork seemed particularly useful for clarifying—and destabilizing— 
the co-constructed meanings of art symbols, concretely demonstrating the theoretical 
benefits of arts-based research, as participants used the creative process to further 
develop the artistic and emotional themes and ideas imbedded in each of their own series 
of artworks.   For example, in our conversation about the flaming “butterfly house” I 
created, Tracy reassured me, “being on fire is not always just destructive…it can be 
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transformational.”  This interpretation was an example of how co-researchers 
encountered the previous aesthetic knowledge and transformed it further, playfully 
negotiating content and symbolic meaning.  Like Walsh (2006) and her collaborators, co-
researchers found the resymbolization process transformative; this “transformative 
dimension—that of coming to read experience in a different way—is particularly 
pertinent” (p. 979) in relational arts-based research.   Kapitan and Newhouse (2000) 
termed this postmodern approach “playing chaos into coherence” (p. 111).  As artistic 
choices were made, the associated symbolic and metaphorical meanings were re-visited, 
re-clarified, and re-symbolized.  Joint artmaking employed the intersubjective art making 
process for purposes of iteratively reimagining artistic, emotional, and symbolic 
perceptions and meanings.    
Integration of Findings and Theoretical Synthesis 
The integration of findings includes a description of how the thematic and artistic 
findings relate to one another, through a synthesis of their meaning and potential 
implications.  In this dissertation, the integration of findings is presented through the 
poetry, stories, video and painting as well as being conceptualized as emergent arts-based 
theoretical model (Figure 9).  Although the definitions of theory vary across the research 
literature and disciplinary domains, in this study the operational definitions of theory 
developed by arts-based researchers Kapitan (2010) and Rolling (2013). Kapitan (2010) 
defined theory in general simply as “the organization of ideas and concepts that permit 
prediction, description, and/or interpretations of data” (p. 277).  In this study, the concept 
of prediction is not relevant as the findings are not generalizable, however, the model 
(Figure 9) does aim to describe and interpret the data.  According to Rolling (2013), in 
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arts-based research theory-building takes place through “constructing representations of 
the realties and ideas that matter to the researcher, with each research act generating its 
own methodology and validity” (p.48-49).  Constructing theory takes place through a 
dialogical process of simultaneously making visible artful and meaningful interpretations 
of the topic of inquiry and making sense of the work by comprehending it through 
discourse, Rolling (2013) posited.  As was presented in Chapter 4, the current study 
produced an emergent arts-based theoretical model (Figure 9), a creative synthesis rooted 
in the data that depicted the dynamic quality of the findings.   
Therefore, the composite findings of this dissertation are represented by this 
theoretical synthesis described in the previous chapter and reiterated here. In Figure 9, the 
viewer can see how in the use of artistic symbols and metaphors involving nature 
imagery the co-researchers expressed emotions.  As relational trust developed in an 
intersubjective space, holistic emotions—positive and negative— were made visible 
though artistic creation.  The response art served as an embodiment of empathy and 
demonstrated attunement as it reflected and amplified lived experience.  The response art 
process also raised issues of identity and differentiation between self and other.   Creating 
the joint artwork involved negotiations of aesthetic decisions, and was a way that co-
researchers reimagined, clarified and destabilized prior associated meanings and evoked 
further emotions.  In essence, the emergence of emotions within the intersubjective art 
therapy relationship might be conceptualized as a progressive and iterative process 
beginning with metaphors of life and nature, development of trust, revelations of 
emotion, empathic responses, reflexivity and joint artmaking which created and caused 
destabilization, deconstruction, reconstruction, and reimagining of perceptions and 
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meanings.  This integration of findings and theoretical synthesis has applications to 
clinical work in art therapy. 
Clinical Applications 
The following discussion of clinical applications relates to the theoretical model 
and key concepts from the study, including the therapeutic use of art symbols and 
metaphors and the use of response art and joint artmaking as potential art therapy 
interventions.  Several aspects of this study may have promising clinical implications, but 
primary are the implications for art therapy practice surrounding the meaning of art 
symbols and metaphors as vehicles for holistic emotional expression and resultant new 
insight or self-knowledge.  This study suggested that, for some people, art could work as 
a “container of emotions and experience” which helped individuals to recognize, 
discriminate, and appropriately—even beautifully—express holistic emotional life 
through artistic creation, which acts to make visible and transform complex human 
experience (Hinz, 2009, Kramer, 1975, p. 33, C. H. Moon, 2001; Seiden, 2001).  Co-
researchers created art symbols and metaphors to accomplish this expression and 
assigned co-constructed meanings to them, resulting in increased intersubjective 
knowledge through empathic resonance.  This finding is particularly relevant to art 
therapy because it may aid understanding of how art therapy works; through enabling 
increased emotional expression, which has been identified as crucial in the process of 
psychological integration, growth and change (Park, 2010; Park & Blumberg, 2002; 
Pascual-Leone & Greenberg, 2007).  
Art therapists have used response art for empathic resonance and attunement 
(Fish, 2012; Franklin, 2010; B. L. Moon, 1999).  Response art that is to be shared with 
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clients may require certain relational competencies on the part of the art therapist, such as 
artistic and attunement skills, as was mentioned by co-researcher Amanda B, as well as 
keen clinical judgment.  This may be relevant for therapeutic practice because “therapist 
empathic attunement helps sustain client’s active self-reflection” according to Angus and 
Kagan (2007).  Perhaps the sensitive sharing of response art in certain carefully 
considered situations could be useful clinically (Franklin, 2010).   
Elliott, et al. (2011) recommended therapists take an empathic stance towards all 
their clients, and suggested specific techniques for doing so.  “Empathic therapists 
[should] assist clients to symbolize their experience in words, and track their emotional 
responses, so that clients can deepen their experience and reflexively examine their 
feelings, values, and goals” (Elliott, et al., 2011, p. 48).  In the current study, as the 
response artist, I assisted the co-researchers in re-symbolizing their experience through 
the creation of original visual art as well as subsequent discussion and further art making.  
As we explored our responses, we noted deepening meaning, insight and reflexivity, an 
intersubjective broadening of vision.  Art therapists in clinical practice might also 
consider assisting clients in re-symbolizing their experience in words and through the 
creation of original visual art.  As therapist-client pairs explore emotional and other 
responses through discussion and subsequent artwork, it is possible they could also find 
deepened meaning.    
A caveat is that it would clearly be problematic for therapists to assume that they 
have a total understanding of a client through any empathic responses, artistic or 
otherwise, as this could lead to being unable to recognize key moments when clients may 
signal misattunement (as Amanda B. and I discussed).  I recommend a humble stance on 
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the part of the therapist in order to remain open to new information from the client. A 
“state of deliberate not-knowing” (Vanaerschot, 1997, p. 148) should be cultivated, 
perhaps through open artistic inquiry or response art which is not necessarily shared with 
clients.   
A sensitive and skilled empathic therapist should be aware that no matter how 
emotionally accurate, perceptive, or beautiful a conceptualization of a client may be, the 
other is always the other. As Pienkos and Sass (2012) wrote, citing the philosopher 
Levinas, “there is always something beyond our understanding of others, and that a 
failure to appreciate this dimension of incomprehensibility or mystery is to miss 
something of the other’s humanity” (p. 31).   Because of this, a respect for the 
individuation of each person in the therapeutic dyad is recommended, even while 
empathy is recognized as fundamental essential factor in psychotherapy, art therapy, and 
arts-based research.  More research is needed explore the clinical implications of the 
intervention of response art, focusing on issues of differentiation and merger, before any 
more specific recommendations can be made for its use with clinical populations. 
The technique of creating joint art also had interesting clinical implications.  
Recall co-researchers discovered numerous ways to make joint artwork via the sharing of 
materials, turn-taking, simultaneous work, and combining separate artworks into a final 
piece (see Table 11).   This process of co-generating artistic data might also be used by 
art therapists to practice in-session artistic inquiry about clinically indicated topics with 
clients, to use the negotiation of aesthetic decisions to unearth information about the 
therapeutic alliance, to explore individuation, or to create emphatic responses.   Exploring 
aspects of relational trust and mistrust through improvisation and play “can allow client 
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and therapist to enter into a synchronistic flow, a mutual resonant field or a therapeutic 
attunement” helpful for psychological growth (Kossak, 2009, p. 17).  This flow offers a 
momentarily broadened mindset, a “recipe for discovery: discovery of new knowledge, 
new alliances, and new skills” (Fredrickson, 2013, p. 2) which has neen empirically 
linked to improved well-being (Csikszentmihalyi, 1997b; Seligman, 2002).   
In addition, joint artwork may allow art therapists to scaffold client’s artistic 
skills, in order to help them artistically represent the essence of their experience.  Clients 
in art therapy may welcome this scaffolding in a playful process, or it may exacerbate 
insecurities about artistic skill, lead to fears of being overwhelmed by the other, or 
generate unknown consequences.  As with response art, issues of psychological 
differentiation, merger, and identity may come to the fore.  Readers are reminded of the 
two-voiced poem titled, Poetic Inquiry into Intersubjectivity: Gretchen K./Gioia, which 
addressed the two very different perceptions regarding the research pair’s art. Joint art 
making may be a powerful arts-based intervention that allows for the discovery of new 
perceptions through destabilization, and the deconstruction of previous ones, but little is 
known about its use as a clinical intervention.   
To summarize, the implications of this study for the field of art therapy are 
proliferative, and hint at ways the intersubjective art making process can be used 
clinically.  Along with possible therapeutic interventions using response art or joint 
artwork, the clinical applications include new understanding of the value of creating 
emotional expressive artworks which increase intersubjective knowledge through 
empathic resonance, a key to psychological integration, growth and change. 
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Reflexivity 
A discussion of the use of reflexivity is provided to address the presence and 
treatment of bias as well as a consideration of how the participants could have been 
influenced by the researcher.  Bias was embedded, because as professional art therapists 
studying art therapy, all of the co-researchers—including myself as primary researcher—
had pre-existing ideas, suppositions and theories, and significant stake or investment in 
finding art therapy useful.  In arts-based research, personal or cultural bias is viewed not 
as an assumption of unfair prejudice.  Instead, bias is understood as part of the 
personhood of the researcher, and when attend to, like cutting on the bias in textiles, 
allows for extra flexibility.  As Rollins (2013) states, “whereas the mantra of the 
scientific method is said to objectivity and a purported absence of bias, the mantra of arts-
based methods may be exemplified as reflexivity and the active negotiation of one’s 
multiple biases and perspectives in meaning-making endeavors” (p. 133).  The practice of 
reflexivity is a way bias is addressed (McNiff, 1998).    
In this study, I found that my reflexive memoing was very helpful in sorting 
through my biased perspective and emotions in active negotiation, to create the breathing 
room that Potash (2013) called the “narrow space between distance and merger” (p. 54).  
I did additional memoing beyond what was required in the research protocol, and had all 
memos transcribed.  What with the fluidity of my emotional experience, the ability to 
process and work through the various states through using an audio-recorded self-
interview technique was essential, and I would highly recommend this practice to future 
researchers undertaking studies concerning emotional-social topics.  Awareness of bias  
allows for the implementation of reflexive practice so although this is a research 
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limitation, addressing bias can enhance researchers’ critical perspective (Finlay, 2002).  
Art therapy clinicians may also find such self-awareness helpful in clinical practice, and 
may use supervision for the purposes of elucidating awareness (Calish, 1994). 
I found that being able to audio record the reflexive memos was an essential 
practice of reflexivity.  I did not have to slow down expression or mediate it through 
writing, and could listen back to myself and hear the emotional inflection in my recorded 
words, developing an explicit first-person consciousness about my emotional perspective, 
as I attended to my role and the dynamics unfolding.  This reflexivity assisted my work 
as a response artist as I then articulated my emotional knowledge through art forms.  
Through the audio memoing, I was able to speak aloud my emotional responses about my 
research experience of the participants and their art and my own artistic process, search 
for biases and gain perspective as I created a narrative that helped me forward.  
Reflexivity is essential to made sense of identity, which is the multiple, 
intersectional, intertextual and contested ways individuals view themselves and wish to 
be viewed, and lies “at the center of most every enactment or reenactment of knowledge” 
(Faulkner, 2009; Rolling, 2013, p. 133).  Our understanding of truth is imbedded in who 
we are and who we see ourselves to be.  For example, my sense of identity was reflected 
upon in the following audio memo excerpt: 
I've been listening to some of the other memos, …and I was thinking about one of 
the issues of gender, culture, class, age, social setting, education, family, language 
and values, that around sharing the same values in terms of the art-making culture 
throughout, and that was something that Elizabeth and I spoke about…  And then 
listening back to that thing about motherhood, about being a mom, because 
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Elizabeth talked about that, and I thought about how that kind of sense of being 
with Gretchen, like, oh, you're a mom, too.  So, not all the co-researchers are 
moms, but there's something about the maternal that certainly comes up with the 
nest, and the eggs, and the bird, that nurturing quality, so a quality of compassion, 
or caring. (Gioia Chilton, March 15, 2013). 
I found this story-ing of my experience helpful as I positioned myself in the study and 
found that after I had it transcribed and re-read it, it served to teach, enhance insight, and 
further consciousness.  
Yet, as Bishop and Shepherd (2011) identified, the positioning of the researcher 
self is always constructed, partial, mythical, and political: 
Researchers’ written reflexive accounts provide opportunities to position the self 
in a particular way. They are as much stories of the present self as they are stories 
of the past. Although true for all researchers, because identity is renarrated over 
time, early career academics such as ourselves are perhaps more invested (either 
consciously or unconsciously) in telling stories to construct a particular identity: 
that of the legitimate, competent, reflexive researcher. (Bishop & Shepherd, 2011, 
p. 1286) 
As an early career academic, I wondered of my own investment in appearing legitimate, 
competent, and reflexive as a researcher; as an art therapist, I wondered if my position as 
a professional in the field helped or hindered the credibility of the results. Art therapists 
in particular may need support in the area of developing their identity as legitimate 
researchers, because as a professional group we have been reluctant to do research and 
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struggled in finding a focused and practical research agenda (Deaver, 2002; Kaiser & 
Deaver, 2013).   
 An additional aspect of the study was that, as a novice researcher, I may not have 
had the required skills and expertise to adequately conduct it.  For example, I am a novice 
user of the MAX-QDA software, having no formal training in this area beyond viewing 
the video tutorials provided by the company’s website, therefore may not have properly 
operated the software.  I may not have effectively coded the qualitative data, but I did 
find this tool helpful in handling the data and generating data analysis memos.   In 
addition, my anxiety and inexperience with research may have affected my interview 
style.   
 As an arts-based researcher, I situated myself and my artistic products front and 
center in this study.  Some peer reviewers questioned if my active participation was 
“leading,” “priming,” or “prompting” the participants, who were thought to want to 
“please” me, and if my presence as a researcher influenced the results.  Traditionally, if 
this were a study on the effectiveness of an intervention, or the assessment of an 
individual, one would want to control for these influences to the extent possible.  
However, given that the topic of the study involved the process of expressing emotions 
through art in an interpersonal context, the design of the study required I be fully active 
as an art and meaning maker.   I intended my participation to model a willingness to be 
open and vulnerable to foster the mutual relational trust, which served to reveal 
significant emotional experiences that perhaps otherwise would not have come to the 
surface.   My actions also, of course, may have prevented co-researchers’ other 
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significant emotional experiences from coming to the surface.  In this reflexive stance, 
naiveté and bias informs a productive learning experience. 
 As a novice arts-based researcher, my limited skills affected the participants and 
study.  At times, perhaps I talked “too much” and prevented the participants’ voices from 
being heard.  Over time, I hope to develop an optimal relational stance that can facilitate 
maximum relational trust and participant disclosure, while at the same time maximizing 
my capacity to perform as an artist-researcher studying intersubjectively constructed 
emotions.  Experience may help lower my anxiety, which may have interfered with my 
skills in empathic listening.  
 Because the co-researchers were aware of my interest in positive psychology and 
told the title of the study and its focus on positive emotions during the informed consent 
process, they may have been primed or influenced to focus on positive emotions during 
the first drawing.  This was designed to be a neutral prompt, e.g., “make an artwork about 
how you are feeling at this time.”  Affective subliminal priming is a phenomenon in 
which the emotional valence of a non-conscious stimuli affects subsequent behavior 
(Skandrani-Marzouki, Marzouki, & Joule, 2012).   However, the recruitment e-mail and 
the consent form clearly stated, “the purpose of this study is to explore the expression of 
positive emotions through art making” which was read by and to the volunteers, perhaps 
leading them to the reasonable assumption that we would be focusing on the expression 
of positive emotions.  If this is the case, the co-researchers were not necessarily primed 
unconsciously, but instead simply aware of information of which they had been informed.  
In addition, these individuals all may have been more or less familiar with my 
professional work in art therapy and positive psychology (Chilton & Wilkinson, 2009; 
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Wilkinson & Chilton, 2013) and in some cases had even studied positive psychology and 
specifically positive emotions with me as their faculty.  An interest or focus in this area 
could have influenced their choice to volunteer for the study.  In this type of study, these 
variables are not controlled for, but instead indentified to the extent possible.   
 Limitations  
 The limitations in this study included data loss, lack of time and that only 4 of 5 
co-researchers attended the group collaborative creative synthesis session.  The data loss 
involved the inadvertent lack of video recording of the secondly half of the first art 
interview with the co-researcher Tracy.  This loss of data may have affected my ability to 
re-symbolize her artistic expression during the data collection phase, and perhaps led to 
her subsequent statement of feeling “misinterpreted.”  This may have happened even with 
a complete audio video recording, however. A recommendation for future researchers is 
to have technical training regarding recording devices to reduce or prevent mistakes.  I 
learned that after 45 minutes the iPad will stop recording if not attended to; I also learned 
to use more than one method to record data.   
 A limitation was that co-researchers were given the option to decline to 
participate in the group collaborative creative synthesis session, and only 4 of 5 co-
researchers were able to attend. Therefore, one of the co-researchers, Elizabeth, did not 
get the opportunity to provide member feedback. A further limitation of the study is the 
amount of time available for relationship building, which is why, initially, a prior 
professional relationship was sought among 4 of the 5 co-researchers.   
The purpose of this striated sampling was to examine the impact of a pre-existing 
relational component, theorized to parallel in some ways an ongoing therapeutic 
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relationship.  For this reason, four participants who had had a past professional 
relationship with the researcher and one participant whom had not personally met the 
researcher were recruited.  However, perhaps because our respective professional 
reputations preceded us meeting in person, a collegial relationship was established with 
Gretchen K., the individual whom I had not previously met in person.  Therefore, this 
aspect of the study did not provide disconfirming evidence relative to the pre-existing 
relational component.   
A final criticism of the methodology I noted in retrospect was each of the various 
steps of iterative artmaking was rich with information, worthy of its own study.  The 
volume of artistic material made summarizing results difficult.  Simplicity in the design 
may have allowed for further depth of study, although this form of proliferative research 
often unearths the complexity in the presumed straightforward.  
Implications for Future Research  
The following section outlines two areas of interest for future researchers.  The 
first concerns a review of appropriate criteria that contribute to methodological credibility 
in arts-based research, and how the current study met these criterions.  In addition, 
suggestions for those interested in conducting arts-based research are included. The 
second section identifies specific topics of interest for future art therapy research. 
  Methodological credibility. 
Seven criteria that contribute to methodological credibility in arts-based research 
were identified in the Methods chapter.  These criteria can be used to evaluate this study 
as well as future research.  The criteria include authenticity, reflexivity, transparency, 
investigator triangulation, utility, aesthetic power, and structural corroboration.  The 
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following discussion of these criteria aims to outline for the readers ways this study meets 
this criteria.  Authenticity in this study is defined as the quality of the findings ringing 
true, through a sense the reader gets of the reflexive consciousness of the researcher(s).  
This authenticity arises from the ability to hear the distinct and expressive voice of the 
research collaborators.  One can literally hear the voice of two co-researchers, Monica D. 
and I, in the video; and figuratively hear the voice of all other collaborators in the written 
stories and poetry. Authenticity was also uniquely transmitted by the handmade quality of 
the visual art, which provided a sensorial awareness via image, texture, form, shape and 
color.  Research consumers can feel that the work is authentic because they can see the 
artist’s hand at work. 
Reflexivity is a way that readers sense authenticity; it involves an explicit first-
person critical consciousness (Freire, 1970/2012). In this study, attention to reflexivity 
was built into the research question, which from the start addressed intersubjectivity.  The 
process of increasing consciousness develops through questioning of received knowledge 
and examining the relationship dynamics throughout the study, through questions in the 
interview and audio memoing protocols.  Initial understandings of my intersectional 
perspective were explicitly explored, including attention to my role as primary researcher 
in the construction of research knowledge.  Embedding art prompts which asked for self-
reflection, creative data analysis activities, reflexive questions and reflexive audio memos 
in the protocol has made evident the quest for further consciousness on the part of all the 
co-researchers, including the primary researcher.  
This focus on reflexivity made obvious where information was arising from 
through transparency.  Transparency in research is generally understood to mean open 
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access to the raw data, allowing others to view, re-analyze and comprehend it, a form of 
accountability made explicit in having the art process and products a focus of the 
research.  Art-based research enhances transparency as research consumers are both 
welcomed and, in effect, required to view for themselves the empirical facts of artistic 
products.  This transparency was useful for investigator triangulation, as participants—
co-researchers and peer reviewers—were both key informants and analysts, which 
resulted improved credibility and overall quality of the trustworthiness of the findings.  
The collaborative creative synthesis process enabled member checking, which was built 
into the participatory nature of the data generation process.  In addition, the dissemination 
process involves on-going public critique, a form of investigator triangulation as audience 
members become investigators through aesthetic knowing, wherein emotional, embodied, 
and spiritual understandings are perceived via the viewing of the art.  The dissemination 
of this study is ongoing through conference presentations, video screenings, and a 
scheduled art show.  
Another criterion in arts-based research is that of usefulness, practical outcomes 
which provide service to relevant audiences (Bradbury & Reason, 2008; Hervey, 2000; 
Leavy, 2009; McNiff, 2011).  This study resulted in art products that can provoke and 
inspire discussions relevant to art therapy, psychotherapy, and positive psychology.  
Additional practical outcomes include clinical applications, increased expertise for art 
therapists related to arts-based research, new research questions, and a review of 
scholarly literature.  These outcomes are useful because they increase our knowledge 
about the process of emotional expression through art making, which is key to therapeutic 
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action in art therapy, and contribute to scholarship in the areas of art therapy, positive 
psychology, psychotherapy and arts-based research. 
In arts-based research, a necessary criterion is that of aesthetic power (Barone & 
Eisner, 2012; Leavy, 2009; Patton, 2002).  Aesthetic power is constructed through the 
incisiveness, concision, and coherence of the art forms (Barone & Eisner, 2012), created 
by “paying attention to the craft” (Leavy, 2011, p. 121).  This attention to aesthetic 
features helps the work to connect with its audience, providing evocation and 
illumination through interpretive vitality.  The research consumer then has a direct 
aesthetic experience of this vitality, and thus feels—through sensorial and emotional 
knowledge, including empathic resonance—enlivened, stimulated, or provoked, in touch 
with the nuanced essence of a reality (Barone & Eisner, 2012; Patton, 2002).  
Artfulness is an important quality of effective arts-based research, otherwise 
doing neither the research nor the art justice (Bagley & Cancienne, 2002; Lafreniere & 
Cox, 2012; Leavy, 2009; B.L. Moon, 2008; Saldana, 2011). In this study, I aimed for 
artful work by performing as an artist to the best of my abilities.  For example, I studied 
poetic forms, attended to story structure, and consulted with a video producer to finalize 
the video, but remain most confident in my visual art skills.  The multimodal art products 
that are the result of the study can be judged on their own merits by research consumers.   
 These elements and criteria all combine to provide structural corroboration, which 
is a preponderance of many pieces of evidence into one coherent whole (Barone & 
Eisner, 2012).  Through triangulation of many data sources— verbal interviews, video, 
poetry, story and visual art evidence, agreement of findings among co-researchers—the 
study provides multiple prismatic perspectives which support each other to provide what 
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Rolling (2013) called “theory-building architecture” (p. 49).  Thus, the theoretical 
proposition is reinforced as the interrelated parts interlock to strengthen the whole. 
Lessons learned about the methodology include 1) the process of art-making 
about art to generate new understanding worked, for the purpose of generating further 
meanings; 2) artistic skills and the meaning-making capacities of the researchers were 
essential and need to be nurtured by providing materials, time, rest and attention; 3) 
reflexive practices were valuable for gathering emotional knowledge and for identity 
work; 4) the ultimate impact of the study will lay in the effective dissemination of 
findings, and 5) attend to clarity by simplifying future arts-based research designs.  For 
example, in terms of sampling, if the impact of a pre-existing relational component is of 
interest, I recommend that researchers develop alternative ways to examine this aspect.  
Researchers should develop a clear rationale of exactly why striated sampling is 
necessary as well as differentiating the striated groups more definitively. 
Methodological Challenges and Recommendations  
Concerns about bias, identity, and competence in researching art therapy were 
present in the current study.  Recommendations for future research include interview 
training involving skill-building exercises for the researchers, to increase competence.  
Due to these challenges, and in the larger social context in which there is a push for so-
called evidenced-based treatment and a backlash to critical interpretive postmodern forms 
of inquiry (Denzin, 2011),  researchers may also want to deliberately incorporate into the 
research protocol art-making for the purpose of personal and professional reflection and 
self-analysis.   
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With the understanding of inherent bias in mind, future researchers are advised to 
carefully think through the best stance to take to fulfill the needs of their research 
endeavor.  A recommendation would be to use an artful, reflective memoing process for 
all researchers involved in the project in order to gain an understanding, however 
mediated, of the co-researchers’ views on the primary researcher.  Arts-based ways of 
knowing could thus aid the praxis of intersubjective reflexivity, in which the co-
constituted matrix of consciousness between individuals, that includes shared meanings, 
interactions, and discourse, is examined to unearth influential power dynamics amidst the 
researchers.  Additionally, future co-researchers are advised to address identity issues of 
gender, culture class, age, social status, education, family, political praxis, language and 
values to explicitly reveal bias, subjectivity and presuppositions through reflexive means. 
The arts could be useful to aid clarity and richness to these standpoint perspectives and 
support investigation into multiple interpretations of reality.   
Future researches are cautioned that the volume of data related to this subject 
matter can become overwhelming due to the proliferative nature of arts-based research 
data, “dancing wild, mixing together, declining to be coded” as I wrote in the spoken 
word poem, Worry/Don’t worry.  Arts-based research “generates turbulence, ambiguity, 
the miscegenation of categories, and an expanding discourse that proliferates possibility, 
variation, and multimodal understandings” (Rolling, 2013, p. 37).   For this reason, 
organizational mechanisms such as matrices or qualitative data management software 
may be necessary to manage, handle or even, dance with this data (Bagley & Cancienne, 
2001).  This particular study used some traditional qualitative methodological features 
such as thematic coding and linear description of results due to being a doctoral 
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dissertation that may not be appropriate for all arts-based studies.  Researchers are 
advised to attend to this proliferative quality and bear in mind that arts-based research 
involves the systematic use of art. Creative researchers need pre-planned systematic 
guidelines or protocols, which are helpful in indentifying when to stop creating new art 
and when to synthesize and articulate what was learned from the previous works.  
Because knowing when to stop in pursuit of a kind of knowledge “marked by excesses 
and rapture” (Jagodzinski & Wallin, 2013, p. 194) is challenging, future researchers are 
advised to attend to setting clear end-point boundaries.    
A final caveat for those interested in arts-based research is that the artistic ability 
of the researchers may be an important variable.  While the need for high quality artwork 
is contested in arts-based research, which aims for inclusivity and egalitarian approach 
(Chilton & Leavy, in press; Finley, 2011) some level of literacy is necessary to write 
poems, some level of technical competence is needed to use art materials, and so forth.  
In this study, I found my own skill limitations in video editing a major hurdle, only 
overcome by hiring an outside expert in video production to help me realize my vision.  
This may not be possible for all researchers, and compromises involving good-enough art 
may be concern (Lahman et al., 2010; Lahman et al., 2011).   
This becomes an ethical issue.  While most human beings have an essential 
capacity to create meaning through artistic processes (Gerber et al., 2012) and art therapy 
practice and arts-based research expands traditional definitions of beauty to emphasize a 
participatory  aesthetic (Malchiodi, 2006; Finley, 2008, 2011), this does not mean all 
creative work in art therapy or arts-based research has aesthetic power. Therefore, 
researchers must find ways to provide assistance and welcome the creative products of 
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those with purportedly limited artistic skills to keep access open to those traditionally 
disenfranchised from artistic and research activities, while at the same time ensuring 
these products have the aesthetic power needed for interpretive vitality (Chilton & Leavy, 
in press; Finley, 2011) . 
Topics for Future Art Therapy Research. 
Three topic areas for future research can be immediately identified: 1) the use of 
art symbols and metaphors in art therapy for holistic emotional expression, 2) relational 
and intersubjective experience in art therapy 3) the use of response art and joint artwork 
techniques in art therapy.   
Continuing to build our basic knowledge of how art therapy is a therapy, that is, 
what happens in terms of fundamental actions during art therapy that may further 
psychological health, is critical for furthering the field. Research is needed to explore 
how art therapy clients may use art symbols and metaphors to represent emotional 
experience in naturalistic settings of actual art therapy treatment to provide ecological 
and external validity.  Do clients find therapeutic value in art making for emotional 
expression?   If so, how?  Future art therapy research could and should investigate the 
process and possible transformative effects of the creation of emotionally expressive art 
symbols and metaphors by clients during art therapy, with specific in-need populations.  
 Specific questions that grew from this study included, does the gender of the 
participants affect the choice of imagery used to express emotion?  And, how does the 
macro and micro gendered culture influence an individual’s artistic choices?  Recall the 
art imagery seemed spontaneous yet in aggregate, the imagery appeared conventionally 
feminine, even ‘cute.’ The initial similarity of the imagery was also striking and 
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intriguing which  raises additional questions for future research about the  nature and 
meaning of the imagery relative to multiple variables.  Whether or not others express 
emotions or positive emotions through similar gendered visual imagery is unknown.  
Future research should address this question and more explicitly address the impact of  
individual psychological and intersubjective factors, as well as cultural factors such as 
gender, racial identity, ethnicity, social class, sexual orientation, and physical and mental 
health. 
Future research should also develop language, as Ciarrochi, Kashdan, and Harris 
(2013) suggest, which opens up thinking around positive and negative emotional 
experience.  If we are to sustain investigation into the authentic dynamics of human 
emotional life, it will be important to move beyond unhelpful and confusing dichotomies 
like this one.   Perhaps one of the most important findings in the study was increased 
knowledge about the holism of emotions, as co-researchers identified negative emotions 
as linked, mediating and even powering positive emotions.  Future research should mine 
for ways to discuss and explore the complexity of emotional experiences.  In this study, 
the emphasis on positive emotions seemed helpful as it allowed an entry point for the 
expression of more nuanced and unpleasant moments, and future researchers might want 
to utilize this strategy as well.  Future researchers interested in using art therapy 
techniques to investigate positive emotions should further explore the therapeutic action 
of artistic emotional expression.  
Research studies of art therapy should investigate relational components, as 
therapy is a social process.  A promising area for further art therapy research is inquiry 
into the assignment of meanings to artistic content, as in this study we found this process 
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made emotions visible, felt good, broadened insight and opened space for co-discovery of 
new knowledge.  Client and therapist perspectives on meaning making for psychological 
growth and discovery are needed.  If meaning-making is indeed a mediating link between 
the expression of emotions and psychological wellbeing (Adler & Hershfield, 2012), then 
the capacity of art therapy to help facilitate assignment of meanings to artistic content to 
express emotions could be an essential curative agent of this therapy. Future studies in art 
therapy could examine the intersubjective processes and function of the 
expression/regulation of emotions through artmaking and associated meaning-making 
relative to increased psychological wellbeing.  
The response art and joint artwork in this study reflected amplified lived 
experience and destabilized and resymbolized associated meanings.   Questions were 
raised such as, which populations might in particular benefit from such interventions?  If 
the techniques were to be found effective in increasing therapeutic efficacy, what are best 
practice guidelines and procedures?  Causal factors could be investigated such as 
increasing client’s psychological security and strengthening the therapeutic alliance via 
clients ‘feeling heard’ by the actions of an empathically attuned art therapist, and by 
increasing clients’ self-empathy.   Related to this, how might response art and joint art 
making, both processes unique to art therapy, be best used clinically? In what way might 
art therapists’ artistic presence and actions influence, affect, stimulate or even, over 
stimulate the people whom they are supposed to serve when conducting such 
interventions?  When, and with whom, might a connected, playful and intimate or 
distanced and more objective stance be most useful?  Additionally, aspects of 
intervention implementation such as appropriateness of the target population, timing, and 
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sequencing of art therapy techniques could be explored.   Questions such as these may 
inspire future work in this area, as the gaps in our knowledge are deep and wide.    
Summary 
This chapter provided a discussion about major findings of the study in light of 
relevant literature, covering topics related to symbolic content, formal art elements, 
emotions, broadening function of positive emotions, and the transformative capacity of 
artmaking in a context of relational trust.  In the discussion of response art, definitions of 
the terms empathy, empathic resonance, and empathic attunement were provided as well 
as a discussion of response art in the art therapy literature.  Joint artwork was regard as 
particularly useful for clarifying, destabilizing and resymbolizing meanings related to art, 
concretely demonstrating the benefits of arts-based research.   
Clinical applications included a consideration of the therapeutic use of art 
symbols and metaphors and the use of response art and joint artmaking as potential art 
therapy interventions.  In addition, recommendations were made for the clinical use of 
these art therapy techniques such as utilizing negotiation of aesthetic decisions to unearth 
information about the therapeutic alliance, to explore individuation, or to create emphatic 
responses.  Clinical applications included new understanding of the value of creating 
emotional expressive artworks that increase intersubjective knowledge through empathic 
resonance, a key to psychological integration, growth and change. 
Limitations of the study included data loss, lack of time and that co-researchers 
were given the option to decline to participate in the group collaborative creative 
synthesis session; only 4 of 5 co-researchers were able to attend.  A discussion of the use 
of reflexivity was provided to ameliorate the effects of bias, as well as taking into account 
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how the participants could have been influenced by the researcher.  For future 
researchers, a review of appropriate criteria for evaluating arts-based research was 
provided, which included a review of authenticity, reflexivity, transparency, investigator 
triangulation, utility, aesthetic power, and structural corroboration, and how the current 
study met these criterion.  Included are practical suggestions for those interested in 
conducting arts-based research.   
A final section offered specific recommendations for meeting arts-based 
methodological challenges.  Directions for future research such as the use of art symbols 
and metaphors in art therapy for promoting holistic emotional expression, gendered, 
relational and intersubjective experience in art therapy, and the use of response art and 
joint artwork techniques in art therapy were presented.  Overall, this expanding discourse 
covered wide-ranging topics to help identify ways art therapy works.  The findings and 
discussions achieve the aim of the study by contributing arts-based knowledge to our 
understanding of how emotions emerge, are expressed, and assigned meaning through art 
making.  
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CHAPTER VI: 
SUMMARY AND CONCLUSION 
The broad aim of this dissertation research was to develop new understandings of 
how positive emotions emerge and are expressed artistically.  The specific purpose of this 
arts-based study was to explore the dynamics of expressing positive emotions, within the 
intersubjective art making process for five co-researcher pairs in the Mid-Atlantic United 
States.  The study addressed a multifaceted problem involving a gap in knowledge about 
the process of emotional expression, specifically through art making, which is key to 
therapeutic action in art therapy.  The goal was to contribute to a nuanced understanding 
of an important topic in art therapy and positive psychology, that of the authentic 
expression of positive emotions.   
The research question asked, what are the dynamics of expressing positive 
emotions within the intersubjective art-making process?  Sub-questions included:  How 
are positive emotions expressed through art making?  What happens emotionally, 
cognitively, artistically and relationally in the process of expressing emotions through art 
making within an interpersonal relationship?  What meanings can co-researchers find in 
the patterns, images, symbols, metaphors, stories, themes, configurations, structures, 
designs or colors that may emerge from the visual, verbal and relational expression of 
positive emotions? 
A literature review situated the research problem within the current context of 
research in the domains of psychology, emotion science, positive psychology and art 
therapy.  In this review, the theoretical basis for the evolutionary purpose of positive and 
negative emotions was described (Fredrickson, 2004).  Research concerning the areas of 
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psychological, cognitive, social, neurological and biological emotional functioning was 
presented.  An overview of the discourse surrounding emotional expression and 
regulation was offered and these terms were destabilized, as was the polarization of 
emotions into strict categories of positive or negative.  Various conscious or unconscious 
strategies and interventions people use to maintain, prolong or increase positive emotions 
were considered and research on the impact of expressing positive emotions was 
presented.  Expressing positive emotions was shown to be beneficial in a variety of ways, 
yet the research also suggests a complex picture as in some circumstances, excessive 
expression of positive emotions may be associated with negative outcomes (Fredrickson, 
2000a; Fredrickson & Losada, 2005; Gruber, 2011; Han, et al., 2008; Lyubomirsky, et 
al., 2005; Sheldon & Lyubomirsky, 2006).   
From the perspective of mental health practitioners, emotional expression was 
shown to be therapeutic, part of the dynamic intersubjective experience of therapy in 
which new, shared meanings and transformative emotions are generated (Fitzpatrick & 
Stalikas, 2008; Greenberg & Pascual-Leone, 2006; O’Donnell & Tharp, 2012).  The 
consensus was that more research is needed to discover how dynamic positive emotional 
regulation and expression acts therapeutically as well as how best to utilize it in future 
treatment (Fitzpatrick & Stalikas, 2008; M. J. Lambert & Barley, 2001; Layous, et al., 
2011; Seligman, et al., 2006; Sin, et al., 2011).  This literature review also identified 
evolutionary links between emotional expression and aesthetic experience as adaptive, 
crucial for increasing empathic, emotional connections to others. Authors argue that the 
aesthetic encounter is a natural and necessary human endeavor, which has evolved 
globally for personal and societal well-being and will continue to “have a vital bearing on 
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the survival of the human species” (Csikszentmihalyi & Robinson, 1990, p. 183; Davies, 
2005; Dissanayake, 1995, 1999, 2000).  
Additionally, research on emotional expression and experience in art therapy 
among adults was surveyed. It was challenging to draw many conclusions from the art 
therapy studies reviewed because of the wide heterogeneity in participants, age ranges, in 
the quality, duration and type of art therapy, as well as in sample sizes and research 
designs. Ultimately, a framework for the current research project was provided from the 
review of the current state of the literature on emotions, positive emotions, art therapy 
and art making.   
The research design was arts-based research, as art making was the primary 
means of inquiry, employed through participatory inquiry to enlarge perception and 
knowledge about the expression of positive emotions through art making processes.  
Arts-based research methods are innovative and emerging, and utilize dynamic, iterative 
processes throughout research design, data generation, analysis, and presentation of 
results.  Arts-based research is the systematic use of a range of artistic practices in the 
data collection, data analysis, and/or presentation of research findings for the purpose to 
contributing to a useful, transformative, and socially responsible body of knowledge 
(Finley, 2011; Leavy, 2009; McNiff, 1998).     
Arts-based research is particularly useful in exploring and communicating 
emotional aspects of intersubjective experience (Leavy, 2009; Sullivan, 2010) therefore, 
arts-based methods were used to evoke, explore and (re)present the dynamics of shifting 
emotional experience. Furthermore, an ethical, embodied focus on relationships was 
embedded in the axiology of this research project.  Due to participatory axiology of the 
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study and the focus on the in-depth psychological intersubjective experience, the methods 
in this study were situated in a relationally based approach.   This innovative design 
capitalized on the inherent meaning-making capacity of creating art to illuminate and 
articulate the effects of the process of artistic creation. 
Following approval by the Drexel University Social and Behavioral Institutional 
Review Board (IRB), recruitment for this study occurred over a period of five weeks 
from February 6th, 2013 to March 15th, 2013.   Recruitment procedures were successful, 
with the study filling within six weeks.  The procedures were appropriate for the number 
and type of participants needed for the study.  Participants included five English-speaking 
adults who were all professional art therapists.  This group was identified as key 
informants for this study for two reasons:  1) they were professionally trained to create 
visual art and verbally discuss such artistic expressions and likely skilled at 
communicating and exploring interpersonal dynamics; and 2) the nature of this training 
minimized the risk to the participant/co-researchers.   
The methods of data generation and collection were described in detail in Chapter 
3.  The method of data generation involved an initial two hour Art Interview, followed by 
reflexive memoing, reflection and responsive art-making by the researcher and a 
subsequent second Art Interview with co-researchers, followed by memoing and 
reflection by the researcher.  The data analysis processes involved two strategies: 1) 
traditional use of qualitative data analysis practices such as construction of a matrix of 
key findings and the use of MAXQDA-10 software for coding for themes and 2) arts-
based research data analysis methods.   
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The analysis of the interview data, artistic data, artistic responses and creative 
synthesis addressed the research question in the form of multiple, interactive and linked 
artistic and thematic findings.  These include the multimodal artistic forms of visual art 
pieces, several different kinds of poetry, a video, three stories, four themes, and a 
theoretical model, all of which interactively addressed research questions relative to what 
happens in the process of expressing emotions through art making within an interpersonal 
relationship.  The integrated findings, which were conceptualized as an emergent arts-
based theoretical model, (Figure 9)  illustrated how the following themes worked 
interactively and  dynamically to express emotional life: 1. Co-researchers made 
emotions visible through artistic symbols and metaphors of nature imagery; 2. Relational 
trust led to expression of holistic emotional life; 3. Response art served as an embodiment 
of empathy; 4. Joint artwork involved negotiations of aesthetic decisions to reimagine 
associated symbolic and metaphorical meanings.    
In this model, the viewer can see how artistic symbols and metaphors involving 
nature imagery co-researchers expressed emotions.  As relational trust developed in an 
intersubjective space, emotions such as surprise, interest/curiosity, wonder, awe, 
vulnerabilities, fears and anxieties were made visible though artistic creation.  The 
response art served as an embodiment of empathy and demonstrated attunement as it 
reflected and amplified lived experience.  The response art process also raised issues of 
identity and differentiation between self and other.   Creating the joint artwork involved 
negotiations of aesthetic decisions, and was a way that co-researchers reimagined, 
clarified and destabilized prior associated meanings and evoked further emotions.  
Participants resisted conceptualizing emotions in the restrictive duality framework of 
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positive emotions versus negative emotions. Authenticity required acknowledgment and 
expression of negative emotions as linked, mediating and even powering positive 
emotions, and the holistic nature of emotional life.   Overall, emergence of emotions 
within the intersubjective art therapy relationship might be conceptualized as a 
progressive and iterative process beginning with metaphors of life and nature, 
development of trust, revelations of emotion, empathic responses, reflexivity and joint 
artmaking creating and causing destabilization, deconstruction, reconstruction, and 
reimagining of perceptions and meanings. 
Additional perspectives were provided during the validation procedures that 
consisted of the Collaborative Creative Synthesis and Peer Review meetings.  These 
meetings lent supplementary evidence that was incorporated into the artistic and thematic 
findings. They brought to the fore resistance to conceptualizing emotions as simply 
positive versus negative.  Collectively, respondents stated they felt the study to be 
authentic, as they connected or re-connected to the lived experience of the co-researchers 
(see Appendixes H and I).  Overall, most stated that the research question was answered 
adequately and found the findings useful or provocative.  Respondents concur that the co-
researchers’ distinct voices were heard, both literally and through visual art, a quality 
highly valued in the paradigm from which this research springs.  Finally, the validation 
procedures highlighted the utility of the findings in evoking emotions. 
This dissertation also provided a discussion about major findings of the study in 
light of relevant literature, covering topics related to symbolic content, formal art 
elements, emotions, broadening function of positive emotions, and the transformative 
capacity of artmaking in a context of relational trust.  In the discussion of response art, 
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definitions of the terms empathy, empathic resonance, and empathic attunement were 
provided as well as a discussion of response art in the art therapy literature.  Joint artwork 
was regard as particularly useful for clarifying, and destabilizing and resymbolizing 
meanings related to art, concretely demonstrating the benefits of arts-based research.   
Clinical applications included a consideration of the therapeutic use of art 
symbols and metaphors and the use of response art and joint artmaking as potential art 
therapy interventions.  In addition, recommendations were made for the clinical use of 
these art therapy techniques such as utilizing negotiation of aesthetic decisions to unearth 
information about the therapeutic alliance, to explore individuation, or to create emphatic 
responses.  Clinical applications included new understanding of the value of creating 
emotional expressive artworks that increase intersubjective knowledge through empathic 
resonance, a key to psychological integration, growth and change. 
A discussion of the use of reflexivity was provided to ameliorate the effects of 
bias, as well as taking into account how the researcher could have influenced the 
participants.  Limitations of the study were also discussed, such as data loss, limited time, 
and that co-researchers were given the option to decline to participate in the group 
collaborative creative synthesis session; only 4 of 5 co-researchers were able to attend.  
For future researchers, a review of appropriate criteria for evaluating arts-based research 
was provided, which included discussion of authenticity, reflexivity, transparency, 
investigator triangulation, utility, aesthetic power, and structural corroboration, and how 
the current study met these criterion.  Also included are lessons learned, practical 
suggestions for those interested in conducting arts-based research.   
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A final section offered specific recommendations for future research topics such 
as the use of art symbols and metaphors in art therapy for holistic emotional expression, 
relational and intersubjective experience in art therapy and the use of response art and 
joint artwork techniques in art therapy.  Overall, this expanding discourse covered wide-
ranging topics to help to identify ways art therapy works.  The dissertation achieves the 
aim of the study by contributing new knowledge to our understanding of how emotions 
emerge, are expressed, and assigned meaning within an art therapy relational context. 
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Appendix B 
 
 
 
Recruitment Telephone Script 
“Hello, this is Gioia Chilton.  I am calling in response to your email stating you were 
interested in learning more about the dissertation research study. Is this a good time to 
speak with you?” 
 
 If yes, “Did you read the criteria listed in the email?  Do you think you qualify?” 
If no, reschedule. 
 
If yes, “Can we meet so I can tell you more about the study, so you can make an 
informed decision as to whether you would like to participate?”  (Schedule meeting). 
   
If no, “Unfortunately, you do not qualify for this particular study, but thank you for your 
interest.”  
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Appendix D 
 
 
 
Data Collection Tool: 
Interview Guidelines 
 
Art Interview I Guide 
 
Start videotaping 
Orient co-researchers to the art materials  
 
Creating Artwork #1: 
“Please make an artwork about how you are feeling at this time” 
 “What can you tell me about this artwork?” 
“Do you feel you have expressed any emotions?” 
(if so) “ What are they?” 
“Would you call any of these, positive emotions?” 
 “What was the process like?” 
“Did you notice anything about the process?” 
  
Creating Artwork #2: 
“Can you make another artwork, to further express…?” (use the co-researchers own 
words about any specific identified positive emotion) 
 
*if no positive emotion identified, ask co-researchers to “make another artwork which 
shows what it would look like, if you felt better” 
 
Discussing Artwork #2: 
 “What can you tell me about this artwork?” 
“Do you feel you have expressed any positive emotions?” 
“What do we see?” 
“What was it like to make this?”  
(follow up) “Did you notice anything in particular about the process?” 
 
“How was it to be here with me today?” 
“Let me share with you how it was for me to be here today” 
 
Closure:  
Offer snacks 
Clean up materials 
Put session # and name or pseudonym on back of artwork 
Schedule Art Interview II 
Express thanks, conclude interview 
Stop videotaping 
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Art Interview II Guide 
 
Start videotaping 
Arrange both artworks from the previous session and the response art so they can be seen 
all at once  
 
Discussing artwork: 
“What comes to mind as you view our work?” 
“Can we take a look at our artwork and see if we can find any patterns or themes?”  
“Do you have any thoughts, ideas, or feelings about the dynamics of expressing positive 
emotions, after going through this process together?”  
 “What comes to mind as we view our artworks together? 
  
Creating joint Artwork: 
“In response to this process of reviewing our artwork, will you join me in making artwork 
to reflect on the work we have done, to maybe help make sense of it a bit more?”  
 
Remind co-researchers of art materials provided 
Create artwork jointly 
Clean up materials 
Offer snacks 
 
Viewing artwork: 
Arrange this fourth artwork with others so both can see all artworks at once (if possible) 
 
“If this artwork could talk, what might it say to us?” 
“Artwork, what can you tell us about how (name of co-researcher)’s art expressed 
positive emotions?”   
 
Discussion of joint art piece process:  
“What was it like to make this together?”  
“Is there anything else I need to know about our work together?”  
“Are there any last comments you want to conclude with?” 
 
Closure:  
 
Put session # and name or pseudonym on back of artwork 
Stop videotaping; Review limits of confidentiality, confirm or change choices 
Review right to revoke consent 
Review details about creative synthesis meeting and scheduling time and place 
Express thanks, conclude interview  
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Appendix E 
Data Analysis Matrix (blank) 
   
 
 
 
 
 
 
 
   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                Art Interview I Data     Art Interview II Data 
Co 
Researchers 
 
Transcript 
  Excerpts 
      
Artwork 
Audio 
Reflective 
Memo I 
 
Response 
Art  
Joint 
response 
Art  
Reflections 
& Meaning 
II 
Audio 
Memo 
II 
Horizontal 
Conclusions 
CR-A         
CR-B         
CR-C         
CR-D         
CR-E         
Vertical 
Conclusions 
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Appendix F 
Peer Critique Form 
 
Instructions:  Please respond to the presentation by checking any applicable boxes 
below and/or use the space below to write any additional questions or comments.   
Use the back of the sheet if additional space is needed. 
 
After viewing the preliminary results: 
 
 I understood in general how the study was conducted  
 I have new ideas or questions about the topic 
 I came to question my former understanding of emotional expression through art 
 I feel inspired  
 I experienced a strong emotional response 
 I ‘heard’ distinct and expressive ‘voices’ of the co-researchers 
 I did not understand the purpose of the study 
 The study felt authentic and seemed trustworthy 
 I felt connected to the lived experience of the co-researchers 
 I am unsure if the results are useful for art therapists   
 I saw patterns in the aesthetic presentation of the results 
 I felt empathy for the co-researchers  
 I found the results useful for my professional or personal activities 
For me, the most important patterns, images, symbols, or metaphors, were: 
 
 
I did/ did not (circle one) feel inspired, emotionally moved or provoked about: 
 
 
The results are or are not useful for my practice because:    
 
 
Additional comments, questions, or artistic responses:   
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Appendix G 
 
 
 
 
Art Materials  
 Drawing paper pad, 14x17 
 Cardstock, black 8.5x11, white 9x12 
 1 pack double-sided Susan Winget Specialty Papers by K & Company ‘SW Botanical’ theme, 
12x12  
 Circular paper rainbow cardstock assortment, Recollections brand, 2 each, 12 colors,  12inch 
 Watercolor paper, assorted sizes 
 Oil pastels, Cray-pas, /16 
 Chalk pastels, Prismacolor /12 
 Water-soluble crayons//12 
 Sharpie Permanent markers in various colors 
 Liquid watercolors in spray bottles/4 
 Alcohol inks/4 
 Fine point color markers/Crayola classic colors 
 Mr. Sketch Markers 6/set 
 Artist’s pens/ PITT Fine point, white gel, Sharpie fine point 
 Writing pads 
 Color pencils 
 Collage materials in a plastic bag (see Figure 10)  
 Fibers/Yarn 
 Glitter in various colors 
 2 Glues (Elmer’s white and clear   
 Glue sticks 
 Paint brushes 
 Acrylic paints  
 Metallic paints  
 Walnut ink sprays, lilac and walnut shades 
 Ditto glimmer spray, red 
 Golden Acrylic Gesso  
 Golden Acrylic Gel 
 Plastic container for water 
 3 Plate holder stands (for display of art)  
 Art tissue, 12 assorted colors 
 Fiskars 5" Spring Action Micro-Tip Scissors 
 Fiskars 8" Classic #8 Straight Orange Handle Scissors 
 
Other: 
 Password protected i-Pad with kickstand, 100% charged. 
 i-Pad charger cord 
 Bottled water  
 Unopened box of cookies 
 Research notebook w/ protocols, meeting location address and consent forms. 
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Figure 10: Collage materials included over 120 separate items: pre-cut assorted magazine 
pictures which included images of multicultural people with diverse facial expressions, 
collage sheets, patterned and handmade papers and fibers, offered to co-researchers in an 
11x10 inch clear plastic bag.  The same bag of collage materials was offered to all 5 
participants. 
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Appendix H 
 
 
 
 
Collaborative Creative Synthesis 
 
Results from Collaborative Creative Synthesis Member Checking Forms (N=4) 
1) How does this presentation affect or inform you?  Does it offer new information 
about your experience? 
A. “It was interesting to see the similarities across other co-researches’ experience.  The 
presentation of findings in itself was like a response art piece.  We brought raw 
feeling/art to the table and in the 5 month interim Gioia made meaning from it and 
reflected it back to us.  I also found myself re-experiencing positive emotion when I saw 
my art and when I viewed the video of my art-making session.  It also helped me identify 
other feelings/experiences I had to read other researchers’ words—for example I really 
resonated with Tracy’s quote of the fear of not being understood” 
B. “The presentation brings me back to the power of art therapy and the art therapist.  The 
ability to influence others, to collaborate, to increase emotions, to soothe, to calm, to 
enlighten, and to leave behind a reminder of those feelings in a visual container” 
C. “It’s wonderful to see the artwork and hear your response—as well as a sense of how 
other people in the room are responding.  You captured my experience in the vignette.  
The ekphrastic poem is amazing—it made me feel connected to all the other processes 
even though I wasn’t there.  I felt like the collaboration of the artwork and your poem 
made me feel like I was.” 
D. “I am concerned you interpreted the Yeats poem in a judgmental/cautionary way.  I do 
not believe that was my intention at all.  To me, that poem extends the sense of 
wonder/openness/vulnerability and speaks to the idea of a non-judgmental, holding 
environment.  I think it is about offering openness and following one’s dreams, which to 
me relates to the story of the butterflies—and taking another along on that journey.”   
 
2) Did the presentation answer the research question? 
A. “Yes—particularly the idea of finding emotion through the symbol was compelling.  The 
focus on the relationship and how the relationship affected the art is important and I feel 
it has been made a main point.” 
B. “The presentation answered the research question, but also introduced more questions 
such as: would these themes be the same with male art therapists? With a different 
researcher? Or different materials?” 
C. “Yes-it seems to have explored and answered this very thoroughly”   
D. “To me the most interesting finding is the theme of nurturance and containment that 
emerged independently in all the artwork” 
 
3) Are these finding useful to you? Why or why not? 
 
A. “Yes-it helps me understand my own process more as well as what is taking place when I 
make art with clients (as well as what is taking place within the therapeutic relationship)” 
B. “Yes-I believe the empathic attunement of the research is very important for the findings.  
The idea of the art being useful to someone else, and response art being made from the 
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process helps give more meaning to the art and adds more feelings-another layer of 
feelings.  There all the feelings contained in the artwork and the additional feeling added 
from viewing the response art” 
C. “I am still unclear why it is important to have “positive’ in the research question.  I am 
much more interested in the intersubjective art making experience and I feel like that 
could happen through expressions of emotions in the artmaking—positive or not.”  
D. “Provocative, I would say.  More questions—describing what happens in the therapeutic 
process/space.” 
 
4) Are there any new questions you can think of? 
 
A. “I would be interested in the process by which negative emotions are  changed/eclipsed 
by? positive emotions” 
B. (arrow was drawn to previous response): “would these themes be the same with male art 
therapists? With a different researcher? Or different materials?” 
C. “how important is ‘positive’?” 
D. “For me, and for others in the study, positive emotions seem closely linked to experiences 
of loss.  At one point you noted I seemed about to cry—probably because in re-imagining 
that very inspiring moment of discovery with the butterflies, I also felt a sense of loss—
not relevant to the discussion about positive emotions—but there is an intersection of 
revelation and life’s limitations.  Don’t know if that makes sense.” 
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Peer Review/Critique 
 
Completed information from the Peer Critique Form: 
 
After viewing the preliminary findings: 
100% 5/5 checked: I understood in general how the study was conducted  
60% 3/5 checked: I have new ideas or questions about the topic 
0% or 0/5 checked: I came to question my former understanding of emotional 
expression through art 
60 % or 3/5 checked: I feel inspired  
60% or 3/5 checked: I experienced a strong emotional response 
80% or 4/5 checked: I ‘heard’ distinct and expressive ‘voices’ of the co-
researchers 
0% or 0/5 checked: I did not understand the purpose of the study 
100% or 5/5 checked: The study felt authentic and seemed trustworthy 
100% or 5/5 checked: I felt connected to the lived experience of the co-
researchers 
0% or 0/5 checked: I am unsure if the results are useful for art therapists   
100% or 5/5 checked: I saw patterns in the aesthetic presentation of the results 
80% or 4/5 checked: I felt empathy for the co-researchers  
80% or 4/5 checked: I found the results useful for my professional or personal 
activities 
 
For me, the most important patterns, images, symbols, or metaphors, were: 
A. “Connection & containment.  Spirituality” 
B. “Nest, birds, fire, globes, faces” 
C. “Nests, birds, (stationary or contained (in eggs) + taking flight) Poignancy, 
Presence” 
D. “Circular mandala forms, soft pleasing colors, holding, forms inside + out” 
E. “Co-creation of meaning between you and the co-researchers” 
 
I did/ did not (circle one) feel inspired, emotionally moved or provoked about: 
A. Circled did: “the concept of Response art used clinically.  I currently engage in 
Response art for my own use & have utilized Response art in a few individual 
cases.  It was interesting to see its impact here” 
B. Circled did: “imagery” 
C. Circled did: “the validity of this type of work (ABR). Empathic attunement.  
Collaborative creative synthesis.”  
D. Circled did not: “more observant and objective-no judgment” 
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E. Circled did: “The artwork and the participants’ responses.  They were presented 
in original form.  This is a great strength of the study, which would have be 
difficult to describe in words alone” 
 
The results are or are not useful for my practice because:    
A. Circled are: “what is written above AND the continuity of creating it then 
creating more to perhaps reach a deeper emotional response-one less to do w/ 
initial assumed expectation (such as pleasing the therapist/researcher)” 
B. Circled are: “the response art, joint art making, intersubjectivity” 
C. Did not circle.  Wrote N/A 
D. Did not circle.  Wrote “Using positive psychology in my practice—is it leading? 
Does the therapists’ interpretation or input color the direction of the subject?” 
E. Did not circle or comment. 
 
Additional comments, questions, or artistic responses:  
A. “Fantastic!  So moved by your work” 
B. No comments 
C. “Unsure how the findings addressed question(s).  Could be emphasized, as I think 
this happened but this connivance is unclear.  Your influence on the 
intersubjective space Did your method capture intersubjectivity? Clarify how –
e.g.  
Ind. art-making (with) thx  
Thx response to client art (visually) 
Joint art making (Limitation: participant visual response to therapist/therapist’s 
response (is this positive?) 
What was your purpose for sharing response art with participant. Rationale (you 
may have answered this and I missed it)” 
D. No comments 
E. “Also, response art is an interesting topic that you should definitely discuss.  Did 
you read the article by Franklin called “Mirror neurons”? This is an area of debate 
but you demonstrated how you enhanced empathy by doing it”. 
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The Stories 
 
 
Tracy & Gioia 
 
 I met with Tracy on a Sunday afternoon, at the art therapy clinic where she 
worked.  I had not been there before, and looked around at the space, at the children’s 
drawings and artwork filling the walls.  We sat down at the kid-sized tables, moving 
aside bins of colorful markers and 
crayons. As I read Tracy the consent 
form, she looked a little bit tired, but 
seemed glad to help me out with my 
research project.   
 I explained the study was about 
exploring the expression of positive 
emotions through art making, and 
trying to figure out how art therapy 
works.  I asked her to make an artwork 
about how she was feeling, and she 
spent some time quietly working on a 
picture, selecting tan circular paper to 
draw on, adding bits of collage to create 
a soft image of a meadow that 
showed a brilliant butterfly landing 
on a red flower.   I thought her 
artwork was very lovely, but I 
wasn’t entirely sure what it meant 
until she told me about it. 
 She said it was of a memory 
she’d kept like a touchstone.  One 
time, she’d been out walking on an 
old logging road in the woods back 
home down south.  It was July, and 
real hot out. As Tracy walked along 
in the woods, she started to notice 
more and more butterflies, until 
“there were just an extraordinary 
amount of butterflies around, just 
like everywhere!”  I leaned forward, 
as Tracy told me, “I wanted to see 
what was going on, because I’d 
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really never seen that before! So, I started following the butterflies, these little brown 
butterflies, and I came up the hill, and up around the bend, and looked down off this steep 
bank, and, and—there was this huge field and butterflies, just like, everywhere!  Like it 
would have filled up half this clinic!  And, going down the bank, there were all these 
flowers, bee balm and lilies, Joe pie weed, growing up, blooming all over.  It was so 
beautiful!  It was just extraordinary.  And there were just butterflies everywhere!  It was 
just like one of those habitat things you go into at a museum, and you walk in, and there’s 
the butterflies, it was just like that, except it was real!  So I went down the bank, and you 
couldn’t really see where your feet were going, and I’m thinking, I just hope there’s no 
snakes!  But I just walked down, and I just stood there for the longest time…”   
 She took a breath, as I imagined the scene.  “It was just amazing,” Tracy sighed, 
“Just like, oh my.”   
 “Wow” I thought, captivated at the way she’d told the story, looking back at her 
picture, amazed.  “And I carry that around,” she murmured, “as a moment, you know, of 
surprise, and wonder, and like,….I was just really… grateful that I noticed the 
butterflies!  ….Cause I could have just not really tuned in, you know?”  
“Yeah,” I said, a bit awestruck, “I know.” 
  “Uh..” I studdered, trying to remember my research protocol.  For some reason, it 
was hard to focus on the next question.  I ingored a  small beep from the i-Pad which I’d 
set to record the interview.    “Uh, do you feel you’ve expressed any emotions?” I asked, 
feeling a bit foolish.  “Sure!” Tracy said. “Would you call any of these, positive 
emotions?” “Sure, sure..” Tracy told me, as I asked her to make another artwork, to 
further explore this experience.   
 She made another piece, drawing on small gray paper and attaching a poem on a 
small card, a poem she’s memorized by  W. B. Yeats (1899), titled Aedh Wishes for the 
Cloths of Heaven:  
Had I the heavens’ embroidered cloths,   
Enwrought with golden and silver light,   
The blue and the dim and the dark cloths   
Of night and light and the half light,   
I would spread the cloths under your feet:           
But I, being poor, have only my dreams;   
I have spread my dreams under your feet;   
Tread softly because you tread on my dreams.? 
 
 She described another memory, a moment on the beach at dusk or dawn, a liminal 
moment of changing light she’d watched it as she remembered  this poem.  
 
 After the interview was over, I sat in my car for a moment to gather myself.  As I 
checked the video, realized that the little beep from the i-Pad was it turning off, and I’d 
not been recording the later part of our conversation.  “Argg!” I thought, embarrassed and 
horrified. I quickly recorded all I could about my sense of Tracy, “daring to dream her 
dreams and being hopeful, and trying to live the life she wants to live, and being able to 
accept wonderful things.”  I also recorded my confusion: “It was a little hard to follow 
sometimes, so I was a little confused sometimes by what the feelings were.  I don’t know-
-the word that came to my mind early on when she was talking about seeing the 
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butterflies was ‘awe,’ but I had just been with Monica and she had talked about ‘awe,’ so 
I didn’t want to put that out there, but eventually I asked her, and she said, yes, that did 
fit.  “So, sort of awe and a sense of the awesome…” I petered out, and then wondered 
about how much the process of consenting to being in a study about positive emotions 
influenced people.  “Tracy had this sigh at one point as she was making this artwork, and 
I didn’t really get from her that she really felt joy or happy surprise at first -- I felt it 
much more when she actually told me the story, and the artwork was really beautiful, but 
whether it conveyed that without the story, I don’t know. At one point, I thought she was 
going to cry.  It felt like she had kind of teared up a bit, talking about—it felt like she was 
talking about something and she wasn’t telling me all of the details, so I couldn’t really 
understand exactly what she meant.  All I could think about was that we were in the space 
of her own work, an art studio for kids.  How amazing that she is, to have run this 
program…But I wasn’t sure if that’s exactly what she meant.  What are the dynamics of 
expressing positive emotions?  I don’t know.  I’m tired.  I’m very tired.  I have to do 
another note later.  I’m shut down, overwhelmed, and, that’s just how it is sometimes.”  I 
made plans to write more about it after I’d rested.   
 
 The next week, as I transcribed the video, I tried to figure out what it all meant.  
As I wrote the butterfly story down in Tracy’s own words, I had a vision.   I could 
suddenly see the path through the woods for a second, the butterflies fluttering around 
right in front of me.  Then I knew what I could do as my response artwork, even though I 
still couldn’t figure out the connection between the Yeats poem and the butterfly story, or 
if Tracy had really expressed a feeling she had that day, or a more wistful memory of a 
touchstone moment.  I tried cutting out flowers the way she did it, to lay down color on 
cardstock ‘til I got a really intense red.  But it didn’t work because when I cut them out, I 
kept getting shapes looked more like spiders, and thought, that’s not a bee balm flower at 
all.  How canI get those 
little tendrils to come 
down in that particular 
shape, I wondered.  It’s 
a very unique little 
flower, bee balm.   Then 
I remembered I had a 
hole punch in a sun 
shape, but if I cut off 
most of the sun off and 
stuck them on upside 
down, I would get the 
floppy, shaggy shape of 
the bee balm petals …   
I punched out some 
butterfly shapes as I 
mused on how to get the 
artwork to show that 
moment, when you’re 
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just walking down the path, and you choose to follow those butterflies.  I followed the 
butterflies.  
 Maybe, I thought as I worked, the poem’s meaning is around this idea of 
tenderness and vulnerability.  Maybe it’s like a message, to me, the researcher, to tread 
softly on her dreams.  And I felt a sense of vulnerability myself, realizing that the 
intimacy of these moments is so powerful.  As I reflected on the other interviews I 
conducted, it struck me that “people are going really deep and they’re sharing a lot, and I 
almost feel resentful or mad at my dissertation adviser for raising this issue around 
authenticity, how authentic is it?! Please! Were people primed by working with me, and 
the title of the study, to focus on positive emotions? Sure they were, but that’s what 
happens in real life. It doesn’t mean that the feelings which came up aren’t genuine.  The 
authenticity is in the art and you can see it.  So, if Tracy’s giving me this beautiful vision 
which she called a touchstone and maybe she’s saying, this is my dream, be careful with 
it.  And she’s willing to share it, sort of for this purpose of moving art therapy forward, 
but be careful with my dream.  That’s how I’m understanding it right now…”   
 
  But I was wrong, Tracy told me some months later.  She wrote that, the “poem 
extends the sense of wonder and openness and vulnerability and speaks to the idea of a 
non-judgmental, holding environment.  I think it is about offering openness and following 
one’s dreams, which to me relates to the story of the butterflies—and taking another 
along on that journey.”  Not having the recording of our conversation had made it so easy 
for me to mix up my fears and my interpretations with hers.   Maybe it was me, I think, 
worried about sharing this dream, wanting you the reader to be careful, be careful with it.  
I’m willing to share it, for this purpose of moving art therapy forward, but be careful with 
my dream, be careful with our dreams. 
 
 As I made the response art, I mused, “It’s just so profound.  Tracy talked about 
this, too, the choice to follow the butterflies.  She was grateful because she chose to 
follow them.  You know, a lot of people wouldn’t necessarily follow the butterflies, but 
she -- and I think that that’s in the poem, too; the vulnerability goes to being open, open 
to beauty, but also, when you’re open to beauty, you’re vulnerable; if you’re going to 
take something in, your heart is open.  Which kind of reminded me of Monica’s work, 
too, you know, being open to beauty and moments of transcendence and even spiritual 
moments of wonder and surprise and I think awe; I think awe really comes into these 
moments. 
 
 So walking down this path, following these little brown butterflies -- I don’t know 
what kind of butterflies they are, she says, but she’s going to follow the butterflies 
because she’s never seen anything like this before, you know; this is an extraordinary 
amount of butterflies.  And then you come up -- in the video, she gestures her hand up 
and over, so you get like this visual of coming up and over the bend and then down the 
bank, and there before her was just all these beautiful -- a field of beautiful bee balm with 
more butterflies and bee balm and the joe pie weed that comes up around six feet tall, and 
just how amazing that is, to see that and to be open to that, to witness that. 
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 And so, it makes me think about the lines in the poem, the light and the half-light, 
and I would spread my cloths under your feet; yet have only my dreams, tread softly 
because you tread on my dreams.  I mean, she talked about this vision being a touchstone 
for her and that she’s painted it before.  For me, it was like, what a transformative 
moment, what an amazing story to share!  Particularly in context, the context being 
sitting there in the clinic.  She said, it would fill this clinic, and there we were, in an art 
therapy clinic for children in need.  So just the poignancy of that work and then the 
poignancy of this story, of a vision of beauty, and I wanted to try to capture the sunlight, 
the shafts of light coming down into the darkness of the forest.  And right now, I’m 
playing with the background, like how –“  
 
 I stop, as my throat closes up, and my eyes fill with tears.  “I feel like I can cry 
right now.  It’s just really a beautiful, beautiful moment that—so I don’t—so I’m trying 
to be open to the emotion of it.  I don’t know, it’s just -- it just means a lot.  I’m not—just 
that I guess that word poignant means a lot to me.”  I take a moment to breathe, and 
another thought comes into my head—I’m so glad this is on tape; I can use this later!—
but mostly I was just feeling “awe and respect for these people that have come forward 
and shared these kinds of things with me.  I am just blown away and humbled.  I mean, I 
knew I was excited because I knew that this 
partnering part of the research where I finally get to 
be with these other people has been so moving.  I 
talked about this before, like how much it meant to -- 
just even to have that first -- Monica’s work, and just 
to be like, oh, my god, I have help; I’m not alone 
anymore; I do have co-researchers; they’re not just in 
name only, but they’re actually here and they want to 
help me, you know?  And they’re interested and this 
is a good topic.  They’re volunteering for a reason, 
because they’re interested.  So that’s -- so I’m very 
grateful for that, and what a story.  I mean, this story 
of Tracy’s, this moment of seeing -- following the 
butterflies -- to me, that is a transformative moment, 
it transforms me.  I’ll never be the same because I 
have this story now for me, too.  This is my story, 
too; not just Tracy’s, because I can see it, I made art 
about it and I know just what road in the forest to 
walk down and be like, all these extraordinary 
amount of butterflies.  And look over the bank, like 
over the rise and then down the bank and then what 
do you see?  Oh, my god.  Oh, my god; there are all 
these …beautiful, beautiful flowers. 
 
*** 
 The next week I met with Tracy, to discuss the 
possible meaning of her artwork, story, and poem, 
and my response art. I asked her, “It wasn’t just a 
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great experience that you had, it was 
the, suddenness of it?” She nodded, “Right, and the other thing I think is that kind of 
moment is about, is about being there in the first place. It’s like, you have to be curious.  
You have to be out there, you have to be curious, I had to follow the butterflies to get to 
that place, but I’d never followed any butterflies before, I didn’t understand what they 
would be doing, but they were just there. So it’s kind of like you have to put yourself out 
there, in that way, and maybe that’s what it’s got to do with the poem.”   “So, something 
about being open to experience?” I asked “And so,  you have to risk, .. umm, loss..and be 
vulnerable” I said quietly, “to be like, ‘I’m going to follow these butterflies’… that’s 
what the poem kept saying, something about being open to and, to me, it’s about also 
being open to love”  “Right,” Tracy added, “definitely, most definitely.”  
 
 I was happy Tracy liked my response art, particularly when I surprised her by 
turning on the little strand of lights I’d imbedded in the picture, so the path of the 
butterflies suddenly lit up and brightly twinkled.  “Oh, my god, that’s insane!” she 
exclaimed. “That is really neat!...that is very, very cool!”  As we talked about the process, 
she added, “It’s really beautiful.  It took all the ideas of the first piece and kind of 
amplified it, in a different way.   What you reflected back is, what I felt, and wanted to 
communicate…”   
 
 We went on to make two more artworks, to explore further the work we’d done, 
laughing and sharing shop stories about art therapy research as we worked.  Although we 
didn’t work directly on the same page, it felt like a collaborative process.   
 
 Tracy made a mixed media collage using cut paper and oil pastel.  Alongside her, 
using some of the scraps she discarded, I created a house-within-a-house, which we 
decided was something of a house for butterflies.  We discussed how the addition of 
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orange-red yarn made the little house look almost on fire.  Yikes, I said, it does look on 
fire!   
 
 Tracy reassured me, “being on fire is not always just destructive…it can be 
transformational.”  With an appreciative smile, I mentioned, “That was a word I was 
thinking about, about your story being a transformational moment” I said.  “Yeah,” 
Tracy added, “and kind of a ‘mountaintop’ experience, like a revelation …”  “Yeah, “ I 
said, “that sudden insight, the transformative experience”  I looked over at her, “It 
seemed to me really spiritual…whenever you get a bunch of butterflies flying all over, to 
me, it’s like a spiritual revelation of..” I trailed off.  “But I don’t know, where the fire 
comes into it…”  We sat there for a moment.  “Well,” she said, “I think it could be 
creative fire, you know?” 
 
 
 
*** 
 As we wound up our interview, Tracy did not have too much to say about her own 
artwork.  I wonder if, like me, she was more comfortable in the role of the art therapist 
than the role of the client.  She mentioned that though her picture had some colorful 
details, “it’s nighttime so you can’t always see it all.”  Later, Tracy added, “I think it’s 
about possibilities… it was interesting that you started building the house-box, and I 
started making the little nest,  after all that talk about vulnerability, it was like, ok, well, 
let’s make a little safe place”   Playfully, I asked, ‘Artwork, what can you tell us about 
how Tracy’s art expressed positive emotions?”  Tracy murmured, “how it expressed 
positive emotions?”  “Mmm-hmm” I prompted, “By holding?” Tracy responded, “It’s an 
image about, holding, I think… the nest image is about holding, and the branches are 
holding the nest, and the nest is holding the eggs and the circle is holding the whole 
thing.”  
 
 As we wrapped up, I asked her, “is there anything else I need to know, about, our 
work together here?”  “I don’t think so,” Tracy responded.  “You know,” I said, “I feel 
like I’ve laughed a lot today, and had a really good time.  I feel really happy and I wonder 
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if that’s just part of working together, like if we met again, would we have more 
established that kind of camaraderie, or whether it’s sort of a product of examining this?” 
“I don’t know,” Tracy said, pausing, “I mean if I was going to describe the process in a 
very basic way, it’s sort of like, I did something, you understood it, and reflected it back, 
and added to it, and so I felt understood, and you felt understood, you know what I mean? 
And that kind of set up this whole, synchronicity, deal with the birdhouse and the nest…” 
 
 When our research group met months later, I shared my findings and showed all 
the artwork and the painting I’d made featuring eggs, reprising the theme of relationships 
and nurturance.  The group was lively and curious about the work, and its implications 
for art therapy.  Tracy did tell me I was off base with my association to the Yeats poem 
though.  She said she’d not meant to imply the need for caution, but to extend the sense 
of wonder, and openness, and vulnerability. 
  
 She also raised the issue of the link between positive emotions and loss, which 
seemed to us to be interconnected, and interdependent.  I called this poignancy, the mix 
of happiness and sadness that happens as we appreciate life’s fragility.  “At one point you 
noted I seemed about to cry,” Tracy wrote, “probably because in re-imagining that very 
inspiring moment of discovery with the butterflies, I also felt a sense of loss.”   
 
 She continued, “There is an intersection between revelation and life’s 
limitations.”  As we discussed this with the group, Tracy added, “that moment wasn’t 
isolated from, in fact it pulled out other emotions and I just wonder if there’s an 
intersection between transcendent moments and…”  She took a breath and started again, 
“This very positive mysterious moment comes into the art, and with it brings a sense of 
loss, limitations.”  Tracy cocked her head, trying to find the right words, “the flip side of 
the transcendent moments is all the other moments, where you don’t see it, and you’re 
not grateful, and it’s not in focus.  For me, that was kind of expressing a touchstone 
moment that was transcendent, and I carry it around, and it’s important.  But it’s 
important because of all the other shit.”  
 
 I agreed, and noticed others nodding heads around the table.  Our mountaintop 
moments are fleeting and ephemeral, we knew.  Our revelations fade away.  And, 
butterflies, well, they just don’t live very long.  Let’s tread softly, I thought, let’s just 
tread softly, if we’re to follow the butterflies. 
 
*** 
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The Place Amanda and I Created 
 By the time we did the joint 
artwork, Amanda and I had gotten to 
know each other better and were a 
little less nervous.  When I’d first 
asked her to make an artwork about 
how she was feeling, she had said the 
blue-green mandala she created felt 
like “happy anxiety,” or maybe, we 
laughed, this should be called, 
“excitement.”  
  
 She said in the past in her work 
her “ribbony” lines could represent 
anxiety, when they were knotted and 
tight, but in this image the ribbon-like 
lines shimmered and moved, without 
becoming tangled.   
 
 I loved how she dabbed on the watercolor with a soft waterlogged brush, to create 
blended areas of turquoise, aquamarine, and sea green.  She had said her “happy anxiety” 
blue-green mandala felt, whole.  To explore this, she made a collage she said was of a 
nest of eggs.  In her collage, hands treasure each little special egg.  Amanda told me that 
there was even a surprise egg, in the center, that we didn’t quite know about yet.  She 
added some textured element to each of the other eggs, gluing string, glitter, or flowers to 
them, making each one unique.  She let me know she thought that the tactile, dimensional 
quality of this collage was important.  One was even a glittered globe, which we later 
thought might be a mini version of the first picture.   
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When I asked her if she thought it expressed any positive emotions, she said it expressed 
care and nurturing, safety and calmness, and maybe even, serenity.  The sense of 
specialness and value was important, Amanda told me.  The eggs were, “being held really 
carefully, not just because they might break, but because they have little treasures or 
something” she said.  “So, I don’t know what that emotion that translates into? Precious, 
or—value! Something valuable,” she exclaimed.  
  
  
 
 
 
 
 
 
 
 
 
 In response, I made a three-dimensional nest from real blown-out eggs atop my 
own freely moving ribbon-y lines.  This artwork was so easy and fun to do—I enjoyed 
playing with the idea of a knotted ribbon, which then releases, and becomes, unknotted, 
and free.  My association was to feeling extremely stressed and then feeling, not so 
stressed, realizing that the feelings of energy were actually excitement and enthusiasm, 
and felt good.  I liked the idea of being able to chip away the eggshell to look inside and 
see what some of the secret things were in there.  As I tucked the surprise egg in the nest, 
it crossed my mind that Amanda might be pregnant, or thinking about it, but I thought I’d 
better keep that idea to myself.   
 To my delight, Amanda really loved my response art.  I told her how I thought the 
art showed that feeling of tightness, being tangled up in yourself, followed by a release, a 
loosening up.  I made a connection to research, because research is usually a tight thing to 
do,  but in arts-based research, there’s a more flexible structure.  “Those kind of same 
things happen in art therapy,” I said.  “Structure verses looseness, lightness verses 
control… and that’s something we see in artwork, too, so, this felt really good to me, 
351 
 
being able to make these lines.  It felt kind of freeing and yet, safe, and contained.”  
 Amanda said, “Adding the depth, also feels right, I think.  It’s like the freedom 
and the fluidity on the outside and the depth down.” She gestured toward her artwork, 
“and here, depth up” she said as she motioned toward my 3-D nest. “Here it’s emerging, 
lifting up, so this feels like, it’s risen.”   
 “I’m curious about the implications” Amanda later mused, “Like, what if this 
were more a part of the art therapy process?”  What if response art was used like this, not 
just for supervision or to combat therapist burn-out, but to experience a kind of artistic 
attunement when shared back with one’s clients.   “This idea, in terms of a clinical 
intervention, raises a bunch of new questions that I haven’t even thought of,” I marveled, 
“cause I’m still thinking about positive emotions, and the response art seems to evoke a 
lot of emotion, just by that experience of being seen, being heard.” Amanda agreed: 
“Yeah, my guess is that if it’s done well, it’s very likely to elicit positive emotions.”   
 I next asked Amanda if she wanted to make further artwork to explore these ideas, 
and she agreed.  We looked back at the art we had already made, and took turns 
constructing a new artwork.  The way it happened felt very spontaneous, taking turns and 
sharing art materials, together enjoying positivity resonance, micro-moments of 
connection as we worked together, negotiating how the piece would look.  It was also a 
little anxiety provoking—it wasn’t always easy to know how to work together.  After a 
freeing moment breaking though some woven tissue paper with the liquid watercolor, we 
ended up with artwork that had become a little fairyland for a small family of fauns.  
We’d made a safe place to play, Amanda and I, a nurturing, place, a safe place.   We even 
used some discarded tissue paper in the unattractive colors—that we’d thought almost 
looked like toilet tissue!—to form foundational support  underneath our three-
dimensional  land.   The tissue we initially rejected was used to build up a solid base for 
our play land, and this served as our metaphor for not turning away the less attractive 
parts of our encounter.  Working through the difficult parts had led us to an outcome that 
pleased us both, a safe playground in which to just to be ourselves, perhaps our ideal of 
an art therapy space.  
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 Later that night, I had a dream of flying over colorful hills of sand, like I was a 
living figure in a sand tray.  I wrote in my journal, “It was amazing, really.  In my dream, 
the artwork turned into a world, a safe space, and I was so thrilled and happy.  It was a 
giant playroom, and in my dream, not only could I fly, which was pretty cool, I could fly 
across this huge space.  It was like the size of a giant auditorium, like an enormous 
football stadium, and yet, there were boundaries.  I flew to an upper corner and I was able 
to turn back and look and see the wide scope, the vista in front of me,  and then as I 
looked back down, there were layers and layers of beautiful colored sand—purples and 
blues and browns and tans, just lovely, in layers—dry but just a little bit moist and 
crackly on top, the way sand gets on a pristine beach.   
 And I could see, as I turned back, there was a window, and I thought there might 
be an outside, but I didn’t look out, just saw the light streaming in, and then I looked back 
across this gigantic playground, seeing another part with a little miniature town that you 
could play in, and there were toys and wonderful things for imaginative play, of course!  
So I really feel like the boundaries are helping us discover more areas to play in, but also, 
the freedom to play.  My dream was like a visual representation of that beautiful, 
amazing ‘framework for freedom’ that is art therapy.  And coming back to that, what 
Amanda and I were talking about, feels just so rich, undiscovered, full of new material.” 
*** 
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Elizabeth & Gioia 
 
 Before I came over to her house, Elizabeth had been thinking about her best 
friend Vicky.  She had lost Vicky to pancreatic cancer 
about 6 months ago, and missed her dearly. They had 
been very close, best girlfriends, for over ten years of 
their lives.  Elizabeth grieved for Vicky, and 
mourned not having a best friend anymore.  She 
wished for someone new to come into her life that 
might become a special girlfriend, someone to really 
laugh and cry with, as she had with her friend Vicky.   
 As I asked Elizabeth to make an artwork 
about how she was feeling at this time, she began to 
create a mixed media collage.  She quickly located an 
image that reminded her of herself as a young girl, 
remarking, “for me, when I’m feeling vulnerable 
about something …I go back to that, a little girl.”  In 
the stack of collage materials, she found two vintage-
style paper collage figures of identical little girls 
holding valentines.  She chose these figures to represent 
herself and Vicky, and kept the figures alike to show how close they were, only 
darkening Vicky’s hair.  She added a halo above the little figure, and stuck it to her right, 
floating away into the clouds.   
 
 As Elizabeth pasted butterflies here and there across the page to represent new 
possible friends, she thought deeply about what metaphor she could use to represent this 
wish, until she decided on a bluebird, sketching it in near her self-symbol.  But, this still 
did not feel like quite enough, and Elizabeth looked around for a third Valentine Girl 
figure to more clearly represent a new friend.  I had only brought two girl figures in the 
collage packet.  She debated what to do, and eventually sketched in a third girl, as a 
potential new friend, who, like the others, held heart-shaped Valentine.  Elizabeth drew 
this new figure waving to Vicky, while holding vintage-girl Elizabeth’s elbow, saying to 
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Vicky, ‘I’m here, and I’m offering friendship,’ 
gesturing, ‘it’s ok, I’ll take it from here.’  The new 
friend remained faceless, as Elizabeth did not know 
quite know what she might look like.   As Elizabeth 
drew in a pastoral scene water-soluble crayons, adding 
the tree, grass, and sky, I thought of how her sketch 
looked like a little ghost child.  Finally, she painted on 
water to soften the lines, trimmed some extra paper 
away from the bottom of the page, and wrote a line 
from Vicky’s favorite song: ‘and I think to myself, 
…what a wonderful world.’ 
*** 
 When I asked her if she expressed any 
emotions in the artwork, she said, “Yeah, I did. And I 
think it was definitely emotions that were going 
through stages as I made it, because starting off with 
that feeling of sadness and isolation—”   
She paused, took a breath, and added, “loneliness, 
missing someone that’s no longer on the same 
plane…the blankness of the white page reflected that, 
too… 
I think as I put in the more elements and I started filling 
it in, and in particular, putting a person in that space I 
went with it, and I started to feel happy, and ‘oh look, 
she’s got a little girlfriend!’”  
We started to laugh together at this as Elizabeth went 
on, “and ‘oh look, it’s a nice day, it’s good!’”  Still 
giggling, I asked, “so would you call any of those 
‘positive emotions’?” making air quotes around the 
phase.  
 “Yes, the ones at the end were,” she replied.  “The 
initial prompt was ‘how do you feel,’ and at first I was 
just putting down how I felt, because even after you 
came over, I was definitely still carrying that sense of 
sadness inside of me.”   
“Of course,” I murmured, reaching over to pat her shoulder.   
“So, to feel different at the end, to feel happiness and positive feelings about, someone 
else will come and fill that space, the right person at the right time will come and fill that 
space..” she trailed off.   
I paused for a moment, then offered, “would you call that, ‘hope’?”  
 “Yes!, absolutely, absolutely—and the bird being the wish, and that upward motion,” she 
exhaled, and gestured her arms upward, “of lifting, going up..that’s why I  thought the 
bird was a good metaphor for a wish, because it goes up, it elevates.”   
 Wow, I thought, as I stumbled back to my research protocol, and asked, “..uh, 
would you like to do another picture, to further explore the positive emotions that you 
talked about?”  
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 She agreed and quietly chose the round mandala paper to begin her drawing, 
using a plate to draw a circle within the circle.  Quietly she added details in yellow and 
pink color pencils, sketching  a sun with a pretty smiling face.   
Drawing in a heart in the center of the 
forehead, Elizabeth softly said, “Oh, I’m 
trying not to smudge her ‘third eye’.”  I 
listened to the sound of the pencil on 
paper, and sipped a bit more of the tea 
she’d given me, trying to quietly offer 
support. 
Later Elizabeth told me how the sun figure 
is smiling and happy because of its inner 
knowing or wisdom.  “The heart 
represents the third eye, the wisdom and 
inner knowing about love, and love in 
your life, and…” 
 She stopped, and started again, “You 
know, it’s funny because when I was 
doing this circular shape and I drawing the 
rays of the sun coming out, I was thinking about clocks and the roundness of a clock and 
time.  So even though I didn’t represent time, on here, with hand or notches or anything 
like that, time is definitely something I was thinking about as I was doing it, ‘oh, a clock, 
time, things come..at the right time…’” 
 When I asked her if she felt she expressed any positive emotions in this picture, 
Elizabeth told me did: “Absolutely, everything about it is 
positive, for me.  The colors are positive because of the 
yellows, but the pinks too, because I like strong clear 
pinks, and that’s a happy color for me, so, yeah, it’s 
definitely positive, it’s all things I like.  She’s smiling, 
and there is the presence of love.” 
 I noticed the direct gaze of the face, “she’s 
looking right at you,” I said, “she’s’ beaming!” We 
laughed together as Elizabeth added, “She’s beaming, 
she’s happy, but also I think there is like a calmness, 
too, sort of like, just a calm, ‘it’s ok, we’re good.’”  
 We sat together for a moment, soaking in the 
beaming face, and the work we had done together.  
Later, as we propped up both artworks, I asked 
Elizabeth how the experience had been for her:  
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 “I think it was actually kind of 
helpful to do this piece after that piece, 
because, again, that piece has so, much 
emotion in it and although it was a 
process of going from, sad feelings and 
then, elevating, as I filled in that space 
and created that friend.  It just has so 
much in it, it actually felt good to go on to 
another piece,” she said as she gestured 
from her first to second artwork, “that 
instead of having both feelings in it, just 
could be positive, just could be okay.  But, 
it actually felt really good to make a piece 
of art about losing Vicky, too, because I 
definitely feel like losing her was 
unprocessed grief for me…I’d often 
thought about making some art about it, 
but I never did it before.”  
*** 
 At home, as I made the response 
art, I thought about what Elizabeth had 
said about change over time.  I drew a face in a 
mandala and then wanted the face to change, as 
Elizabeth’s feelings had seemed to change.  Having 
experimented with other three-dimensional 
techniques, I decided to create a spinning circle flip, 
which is used in mixed media art to show change.  I 
found a large black background to work on, added 
black glitter to give the space depth, and placed 
flowing pink hearts to represent love flowing both to 
and from her.  
 The next week I showed the 
artwork to Elizabeth.  She was really 
pleased with it, exclaiming “Wow, that’s 
an amazing piece!”  As we talked more, 
she mused,  “I like that you make it night, 
I like the darkness because it almost feels 
like the waiting period, you know, like 
when you are waiting for dawn, when you 
are waiting for the light to come and so 
you are in this dark place, and it doesn’t 
have to be, as bad as that might sound in a 
way, like it doesn’t have to be dark, scary, it can be dark like quiet, and closing, and a 
holding place..before..before you go into it.”  Later she also told me, “I love the circle 
and I love the way this circle echoes, the circle here in my art, so that sense of the 
Mandala, and that, wonderful quality to it.”  She stopped, then went on, “ …because 
357 
 
sadness is suggested by the tear, and yet, the mouth doesn’t look sad to me, the mouth is, 
has something of this in it, where it’s more just like, ..umm…serene? So it’s almost as if 
this image, for me, it’s almost as if this image, for me, it’s suggesting…acknowledging 
sadness, but being at peace because…because of that sense of knowing that it’s just part 
of time, it’s just a wait in time, and things will come at the right time.”   
 After Elizabeth shared a special memory of a poem that Vicky had sent her, she 
said,  “I love this piece that you did because I feel you made such a strong connection to 
the artwork that I made, and it makes me feel all the more understood, that you really 
understood what it was I was trying to convey, not just with the words, but with my 
artwork and what I was trying to work though, and work out, and, ”  she paused, “and I 
think that’s an important thing, to feel understood like that is, feels good, it’s uplifting... I 
think it captures the essence of the feeling, but it’s also you, …I see it as being very much 
you, and your nature, and your personality is in there, it’s not just ..it’s not just like your 
trying to mimic what I did or something, it’s that you took the concept and the feeling 
behind what I was doing, and created something that was new but definitely had your 
stamp of individuality on it  and your personality, it’s definitely your style and your way 
of working!”  We laughed at this, as Elizabeth added, “so...it’s a great synthesis, I think, 
of the two of us, it’s great at showing, communication.  Effective communication, not just 
for the person saying something, but for the person understanding what was said, and 
being able to mirror it back through your artwork.”  
Then Elizabeth laughed, “and I love glitter! I do, it’s that, ‘oh, it sparkles!’… I like the 
way when you mixed colors,  and talking about the black, and the black for me, I don’t 
see it as a negative, again, I see it as just this kind of, the night, sort of a holding period, 
but I also like the way when you blended in the colors here, I’m reading it as purple, I see 
purple, and purple for me has always been a spiritual color and I love the way for me that 
references the spiritual aspect of this, you know? Vicky being the spirit up in heaven, and 
still, so I love that there’s purple in there, purple is actually very meaningful for me, so I 
love that there’s purple.”   
“I have that association with purple, too, with spirituality…and the specialness of it” I 
said, “and I think there was at some point a real splashing of purple all over the place!” 
We laughed as I continued, “So, there’s  also that pull between that very loose artmaking, 
and then more tight construction in terms of cutting out the circle, and the engineering of 
the..” “Right!” Elizabeth interjected, “ I like that because I think creates a tension, but in 
a good way, you know that tension between loose like emotions flowing loosely and then, 
that sort of wish for containment, --like when you arrived to start this, and my sense of 
yes, I’ve been feeling sad, but  ‘pull it together’ you’re here, time to 
switch gears and go into doing this, and then 
something about your question, ‘ how are 
you today? ‘and, and  ‘where are you 
today?’ and kind of like that permission to 
go where you are, and you know what? I’m 
not in a great place today, so..why not just… 
put it out there, and see what happens with putting it out there…instead 
of saying, ‘oh, I’m fine, everything’s fine’ ..because that wouldn’t have been authentic, 
and just acknowledging to you, here’s where I am, this is what I have, and I’m not going 
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to fall part on you telling you about it, but I’m in kind of a sad place right now, with what 
I’m, …just kind of trying to work through.”  
*** 
  We then began to make our joint art 
pieces, deciding to start separately and join our 
work together at the end.  I chose the purple 
circular paper and worked on a piece using the 
butterflies from Elizabeth’s printed tissue 
napkins, carefully painting the tissue down with 
glue.  Together we giggled at the metaphor when 
the tissue paper broke and damaged the wing—
we’re all a little damaged, we said, we’ve all been 
through a lot.  As we finished up our artworks, 
Elizabeth asked that I draw one more heart in the 
middle of the purple mandala, and together we 
arranged the pieces together to connect her hand, 
labeled ‘friend,’ with my heart-and-butterfly-filled 
space.  “Wow” I said, surprised at how well the 
pieces came together.  “It’s reaching for the hearts 
and the butterflies,” Elizabeth said. “It makes me 
happy looking at it—and  I think it’s beautiful! At 
the risk of sounding egotistical, I think we created 
something that’s actually so appealing, to me anyway.  It’s very appealing and happy and 
joyful and positive…and connected..I feel like the two pieces are very connected.”  I said, 
“I really like this part as the self, and then this is like the world, the environment, that 
kind of, that whole mandala inside/outside but then this is like-“ 
“-it’s breaking into it, it’s reaching into 
it,” Elizabeth finished. “Here you are,” 
she said, “ here is what you have 
achieved, you are not holding and 
waiting, achievement of what the hoping 
and waiting was all about…which again 
feels good when you kind of think about 
manifestation.  You know manifesting 
something positive, and having it be 
there and in this case already achieving 
something because it made me feel 
good!”  
*** 
 As I drove from Elizabeth’s 
house, after concluding my last 
interview, I reflected back on the 
experience of working with her and all 
the co-researchers.  “It's been great to 
work with these people.  I really feel 
energized.  Like Elizabeth was saying, 
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like a new energy, inspired to move forward and so energized and excited for life and for 
continuing this work, and for the future…”  I took a breath, “feeling not just inspired but 
just broken open.  Having new ideas, getting help, feeling like I'm not alone, that I don't 
have to do it all by myself, or I can't ask for help— just feels really amazing, and 
powerful, and I'm just so thrilled about it.  So feeling that—feeling of being broken open, 
like anticipating.”  I felt my heart swell, but then began to think about my evening 
appointment, “I’m going to an event and people are going to say, ‘how's your research 
going?’  And I'm going to say, ‘it's life changing in a way I cannot describe to you; it's 
breaking my heart open and making it grow three sizes, five sizes, twelve sizes.  It's so 
moving, and so powerful, and so much fun in like so many sense of the word fun.’ And 
what does it mean to have fun?  Like it's like loving and connecting and having like real 
experiences with people and real and authentic and all these things, just like so incredible.  
Just so amazing….And, yet, again, how do I tell people that the kind of research I do 
breaks your heart open in transformative ways?”   
 In bed that night, the high of the day dissipating, I begin to worry.  Does being 
incredible mean it’s, really, not credible? I had recognized that “there is a way that hearts 
and butterflies and whatnot can be discounted, dismissed.  Yet there's so much meaning 
here to know about and to recognize and to utilize, so much that is important and 
meaningful, and it shouldn't be discounted because it's positive, or women, or it’s art, and 
art therapists.” Recalling this fear of not being taken seriously, I think of Elizabeth 
saying, “It seems like no matter where we are or what we have in life, there’s still a sense 
of longing, for something that’s missing  ...and I feel that it’s different for every person, 
and again, I’m getting very spiritual but that’s kind of where I am, and I’m thinking that, 
here and now, and on this planet, we’re doing tasks, we’re having soul growth, we’re 
going through different things, but that there’s something missing, and so because there’s 
something missing, there’s a sense of longing, and it could be mild or it could be strong, 
but there’s a sense of wishing, hoping, longing, even if it’s for ourselves in the sense of 
being better, stronger, wiser, longing for our best selves.”  “What comes to mind,” I’d 
told her, “is this Hebrew phrase—I can’t really pronounce it—tikkun olam?— I think it’s 
about the idea of the repair of the world, of our shared responsibility to heal each other.” I 
toss and turn, not sleeping, my thoughts racing, wondering how we all perform our 
vulnerability to one another, how this work might be easily dismissed, the dangerous 
cuteness of the symbols we chose, the intimacy of our deep connections, what it was, the 
it that might be missing, and the ways our artwork kept reminding us of the value of the 
feminine, noting the light and the dark,  and our natural, wonderful, vulnerable world. 
*** 
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Appendix K 
 
Table 12 
 
Completed Data Analysis Matrix  
 
Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
Am
anda 
…, a love-
hate 
relationship 
with these 
ribbony 
lines, , they 
appear an 
anxiety, but 
it’s often.. 
more… 
knotted, so 
it’s kind of 
like ‘happy 
anxiety’ e 
(laughing) 
----------- 
Gioia: in 
this nest.. 
it’s 
morecontai
ned?  
Amanda: 
Yeah, so 
there’s a 
double 
holding, 
there’s the 
nest and 
the hands 
…this one 
feels very 
um…calm.. 
and… 
nurturing   
 
 
  
I  was  nervous/ 
Anxious, also 
Enjoyment,  
excitement at 
art, surprise (but 
not) when she 
added nest, 
eggs, butterflies, 
flowers. 
 
 
Inspred by unknotted 
feeling- stressed and 
then feeling not so 
stressed, and secret 
special things in there 
as a surprise 
Amanda 
 
 
Amanda: it’s a 
mixture of 
order and 
fluidity, it has 
both… this is a 
magical 
balanced place  
Gioia: I kind of 
see this as a 
mommy, and 
daddy, and a 
baby..do you 
see that? 
Amanda: Yeah, I 
didn’t intended 
it but I noticed 
they’re male 
and female.. 
Gioia:, that’s 
our baby.. [deer 
say to faun]‘go, 
play, grow;’ a 
nurturing, 
place..   
response 
art as a 
method / 
clinical 
applicatio
ns   
making 
space for 
inner 
child,,  
not easy, 
difficult  
but fun; 
mico-
cultural 
backgrou
nd in 
common 
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Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
Tracy 
. --it was 
just 
amazing, 
and I just 
sttod there 
for the 
longest 
time, just 
like, oh 
my..and I 
carry that 
around, as 
a moment, 
you know, 
of surprise, 
and 
wonder, 
and like,….I 
was just 
really… 
grateful 
that I 
noticed the 
butterflies!   
 
 
 
 
Amazement 
awe at story, 
storytelling 
performance; 
2nd image the 
beach at dusk or 
dawn Yeats 
poem.. I was a 
little confused  
 
Gioia:“So just the 
poignancy -- I feel like 
I can cry right now.  
It’s just really a 
beautiful, beautiful 
moment ..I’m trying to 
be open to the 
emotion of it” 
Re response art  
Tracy: it’s really 
beautiful.. it really 
took all the ideas of 
the first piece and kind 
of amplified it, in a 
different way,..it’s like, 
what you reflected 
back is, what I felt, 
and wanted to 
communicate 
 
 
 
(processing 
joint art) 
Tracy:, I think 
it’s about 
possibilities… it 
was interesting 
that you started 
building the 
house-box, you 
know and I 
started making 
the little nest,  
after all that 
talk about 
vulnerability, 
ok, well, let’s 
make a little 
safe place. 
Gioia:, ‘artwork, 
what can you 
tell us about 
how Tracy’s art 
expressed 
positive 
emotions?’ 
Tracy:  how it 
expressed 
positive 
emotions? 
Gioia: mm-hmm 
Tracy: by 
holding?.., it’s 
an image about, 
holding, I think.  
Gioia: so like 
the nest image.. 
is about 
…holding?  
Tracy: so like 
the nest image 
is about 
holding, and the 
branches  are 
holding the 
nest, and the 
nest is holding 
the eggs and 
the circle is 
holding the 
whole thing 
laughing 
and 
enjoying 
the whole 
process 
more, 
 
discussion 
about 
vulnerabil
ity 
 
“some 
amazing 
art 
therapy 
magic 
going on” 
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Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
M
onica 
on the 
beach in 
Capri, , a 
spiritual 
and serine 
sense of 
peacefulne
ss  
Awe and 
love 
-it’s so hard 
to find 
specific 
words to 
talk about 
things like 
awe and 
love and 
peace. 
Gioia:: I can 
feel it 
though, 
being with 
you, I feel 
like I’m 
about to 
laugh 
 
 
I felt moved.  
And it really 
inspired me  
 
 
Monica:“I kind of feel 
like it’s a—(gestures 
to-and-fro)-I handed it 
off to you and you just 
made it kind of bigger 
and more realized” 
 
( looking through 
collage imagery) 
Monica: I’m looking 
for..a slightly more 
grown up version of 
our girl.. 
 
Monica: “ it’s 
just funny how 
that nest is so 
containing, 
where this 
started to 
develop into a 
tornado, and 
getting too 
much … for me 
it’s about the 
power of the art 
and how quickly 
something can 
go from safe, 
and what you’re 
expecting and 
what you’re 
trying to do, to 
something’s 
that’s 
overwhelming 
and has taken 
on a life of its 
own and for 
me, being able 
to put the tree 
in there was 
like, my coping 
with 
that…giving 
myself a 
structure”  
 
Butterflie
s showed 
up; I feel 
energized 
awesome 
Uplifted, 
powerful 
amazed; 
peaceful 
and 
serene 
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Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
Gretchen 
expressed 
any 
emotions? 
Gretchen:   
a sense of 
relief..  It’s  
clarified 
things,.., I 
do feel 
content, in, 
at home, 
and 
so…like.. 
even 
though, it’s 
behind 
there, it’s 
there!  .. I 
feel like I 
have a little 
more 
insight, into 
what…the 
emotions 
that I do 
have, 
already, … I 
do feel 
content, so 
where is 
that 
contentme
nt, and I do 
feel barren, 
and I do 
feel the 
chaos..and 
so now it’s 
a little 
more 
organized 
as to, what 
is what. 
 
 
 
 
 
Gioia ..and how is 
it to make this 
(2nd) peice? 
Gretchen: Um…. 
It felt good to 
make a piece 
focusing just on 
the positive 
emotion, from 
that piece; it 
made that 
emotion larger 
and more real… 
blew my mind, 
that she chose  
the bird and the 
nest, like 
amazing.  I don’t 
even 
understand; I 
don't know.  It's 
February.  We're 
women.  What 
can I say?  There 
are some 
archetypes 
floating around 
here.   
awe, 
amazement and 
humility, 
Gretchen’s 
ability to 
articulate the 
emotional 
experience and 
the process of 
expressing that 
emotional 
experience 
 
 
 
 
Gioia: pleased 
herself re: artistic 
success 
Gretchen: seeing 
this work made her 
‘artistic self’ critical 
of her own work 
 
 
 
Gretchen: I was 
thinking a little 
bit about the 
cultural aspects 
of things, so like 
family, familial 
traditions..Gioia
: and this 
contentment 
wasn’t about 
just, 
contentment, it 
was 
contentment at 
home. 
Gretchen: I 
think we as 
mothers, we 
both feel that, 
need to have 
safety for our 
home, in the 
larger sense of 
the word but 
also as therapist 
we can do that, 
we need to 
have safety in 
our 
environments, 
like, in our 
space, so that 
people can, feel 
nurtured.. 
Gretchen: I like 
the nest, and 
like that..I mean 
I think it 
symbolizes not 
just attachment 
but self-safety. 
Gioia: What is, 
‘self-safety’? 
Gretchen: Like 
the idea, , when 
a pregnant, 
mother is about 
to give birth, 
they say she 
‘nests’ and she 
cleans get’s it 
prepared so 
that it’s safe 
Gioia:..and 
there’s 
butterflies, too? 
Gretchen: mm-
hmm..well I 
wanted to tie in 
from this one, 
to bring it over 
there, but I felt 
like these were 
too big, oh it 
needs a lot of 
little ones, and 
then when I 
started, they 
look like little 
What 
shapes 
and has 
shaped 
my 
perspecti
ve?  being 
a mother, 
being a 
wife, this 
idea of 
home and 
family in a 
certain 
culture, 
American, 
this area, 
the mid-
Atlantic 
area, 
certain 
age, 
motherho
od age, 
social 
status, 
education
, etc. 
image of 
the 
global, 
global 
implicatio
ns in this 
work re: 
providing 
safety 
and 
nurturing 
can help 
express 
emotions  
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Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
hearts. Gioia: 
aww! 
Gretchen: and 
then, with the 
two birds 
..Gioia: are 
these like 
friends, or 
community? 
Gretchen: nods, 
yeah! 
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Co-
Researcher 
Transcript 
Excerpts 
      Artwork Memo I Response Art  Joint response 
Art  
Transcription 
Quotes/ 
Meanings  
Memo II 
Elizabeth 
Elizabeth:  
thinking 
about how 
much I 
missed 
having a 
best friend, 
Cause I 
haven’t had 
a best 
friend  like 
that since 
she was—
since she’s 
been gone, 
so it made 
me feel 
very sad 
about not 
having a 
best friend 
and how I 
was 
wishing, 
that umm, 
that 
someone 
else would 
come in to 
fill that 
space… 
heart being 
where the 
third eye is, 
because it’s 
that inner 
knowing 
about love 
and love in 
your life, 
and ..it’s 
funny 
because 
when I was 
doing this 
circular 
shape and I 
started 
doing the 
rays of the 
sun coming 
out I was 
also 
thinking 
about 
clocks and 
the 
roundness 
of a clock 
and time.. 
‘oh, time 
that makes 
sense, a 
clock,  
things 
come..at 
the right 
time’ 
 
 
 
 
 
moments of 
laughter and fun 
 
poignant re 
grieving friend’s 
death 
 
not even 
surprised 
anymore that 
image of the 
little girl was 
used 
 
 
 
Elizabeth: I like that 
you make it night, I 
like the darkness 
because it almost feels 
like …the darkness is 
like, the waiting 
period, you know, like 
when you are waiting 
for dawn.. it doesn’t 
have to be dark, scary, 
it can be dark like 
quiet, and closing, and 
a holding 
place..before.. before 
you go into it.   
 
Elizabeth: I 
think it’s 
beautiful! At 
the risk of 
sounding 
egotistical 
Gioia: no, hey! 
Elizabeth: I 
think we 
created 
something 
that’s actually 
so appealing, to 
me anyway.  It’s 
very appealing 
and happy and 
joyful and 
positive…and 
connected.. 
Gioia: mm-hmm 
Elizabeth: I feel 
like the two 
pieces are very 
connected  
Gioia: I really 
like this part as 
the self, and 
then this is like 
the world, the 
environment, 
that kind of,  
that whole 
mandala 
inside/outside 
but then this is 
like- 
Elizabeth: -it’s 
breaking into it, 
it’s reaching 
into it  
Gioia: mm-hmm 
Elizabeth: when 
I look from the 
first to the 
second to the 
third to the 
forth, there’s a 
flow that makes 
sense how each 
thing 
progressively 
led to the other 
in stages 
 
interpers
onal 
connectio
n, feel 
energized
.  new 
energy, 
inspired 
to move 
forward 
and 
excited 
for life 
and for 
continuin
g this 
work 
feeling 
not just 
inspired 
but just 
broken 
open 
having 
new 
ideas, 
getting 
help, 
feeling 
like I'm 
not alone, 
that I 
don't 
have to 
do it all 
by myself, 
just feels 
really 
amazing, 
and 
powerful 
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